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This research critically analyses the recent development of design education for traditional
artisans in rural India. It focuses specifically on handloom weaving, witicdgsarural

India is the second largest source of employment after agricultdesxdbom, however,
continues to be afflicted by low wages and viewed as skilled labour rather than as a
ONBIGAGS LINPFSEdaA2YyD ¢KS WAYT2NXYI-ftaDedSYo 2 R
F3FAYAG WF2NXIEQ ({y26f SR3IS 3 Aoy &Rellak NB dz3 K

government skill development schemes.

A lively discourse currently exists around the problematic divides between wethacated
designers and the artisans who simply execute the work of designers and are excluded
from, or unable to access uab design institutes. In this discourse, weavers continue to be
LISNOSAGSR a4 WENIAAlIYyaAaQ YR YySOSNI Fa RSaa
In the last decade, two educational institutes have been established that challenge this
dualismaswell & G KS KASNI NOKASA GKIG KFE@S FT2N¥YS|
Somaiya Kala Vidya (SKV) in Kachchh district, Gujarat, and the Handloom School (THS) in
Maheshwar, Madhya Pradesbachforms a focused case study for this research. Both
institutesaim to nurture innovation and entrepreneurship, to enable artisans to connect

directly withgrowing luxury markets for authentic, ethical and higlmality craft.

Using multisited, ethnographic case study methodology, | captured the lived experiences
of gudent and graduate weavers, faculty, staff, foundtrectors and other stakeholders

of the institutes, to measure the successes and challenges of the two institutes against
their stated aims, as well as those of the handloom community and the state. By
specifically intefreferencing craft development and education, previously treated as
distinct areas, | have aimed to understand the relevance, sustainability and value of

handloom in India for the weavers and for contemporary markets.

Findings show thatekign and business education enhances the creative and aspirational
capabilities of artisans, as well as their cultural, social and economic capital, as they

mobilise within the now globalised spaces of the village and market network. Uncertainties



remain2 3SNJ G KS KASNI NOKASa GKIFG OFy RS@St 2L
a potential decline of embodied skills in younger generations. However, design and
0dzaAyS&aa SRdzOI A2y &adzllll2Nlia GKS | OGAQGIGAZ2
charge in their own craft, creative and village economy and even the education itself.
Consideringhe findings, the thesis proposes an urgent need to change the broadly held
perceptions of the handloom industry as skillebour andrealise its full creativpotential

with a view to the upliftment, desirability and sustainability of craft livelihoods.
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Names
Throughout this thesis | refer to the names of weavers by their first names because many

share the same surname. | refer to other informants such as teachers, institute staff

members and stakeholders by their surname.
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All images are photographs taken by the author unless otherwise stated.
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feeling for the work which comes from your hedira family member leaves for a

month, we feel something is missing. OurivorA & £ 42 €t A1 38 2dzNJ FI Y.

This study is about education fbereditaryartisans irrural India with a specific

focus on handloom weavidgl present a critical analysis tfo institutes that have

emerged in the last two decades to provide a formal curriculum in design and

business, with an aim to connect artisans directly with luxury Indraan and

global marketsThe institutes ainto challenge hierarchieslbeg SSy Wl NI A &l yaQ
WR S a 03 yegidiEy craft development initiatives have been criticised for

perpetuating Thisstudydraws upon the successes and challengeb@two focus

case studieso understand how design education for artisans challenges or

strengthens the critiques of craft development that havegeded it.

The two institutes are Somaiya Kala Vidg&V)and its predecessor Kala Raksha

Vidhyalaya) irKachchh district, western India, and The Handloom Sdfiéth)n

Maheshwar, Madhya Pradesh, both regions of India with longstanding craft and

textile weaving traditions. In Kachchtraftsaret RAAGA Yy OG0 LI NI 2F (K
identity and theirculture andhaveattracted distant markets seeking meaningful

alternatives to masproduced goodsparticularlyconsideringan increased

awareness of environmental and sodil@mage done blarge scale mass

production Kala Raksha, founded in the early 199@ss oneof many

organisations that sought to tap into this markatd simultaneouslprovide

remunerative employment to artisanslowever it was largely dependent on

1 Sijju, P., 2016. Weawmntrepreneur: Interview with Ruth Clifford, BhujotliAugust.

YL yRE22YQ Aa | GSNY gARSt@& dzaSR | ONBR&adnuallyy RALF G2
2LISNF GSR f22Y F2N) 6SIF @Ay3 Of 206KSNII2y2RY Qi KAS/ RAdyaRIdXEEIINE
in more detailin section 1.4.1.



visiting professional designers to adapt their crafts for markets that were unknown

to the artisan. Beginning to see that in this situation theNIi A & y Q&4 26y ONSBI
gl a fAYAQGSRZI-fohber Judy Wriatér Gekup 8 desigiation

instituteg A G K Iy | A Y nAofakwithihdira NIy R A i Begfie Q | Y R

artisandesigners.

In oontrast to Kachchh, Maheshwar handloom lzakonger history of
commercialigtion, and its royal patronage was simultaneously based on a love of
luxury and maintaining a thriving econonffter a steady decline throughout the
twentieth century, the landloomindustry in Maheshwa#é | 58S GANS SR Q
1970sby descendats of MaharaniAhilyabhaiHolkar, the ruler of Maheshwar

from 1767to 1795 who s revered for her patronage of the industijherevival
initiatives were theRehwaSocietyand later WomenWave both of which focus
specifically on employing and developing the skills of women for wiézving
provides amore remunerative and dignifiebrm of employment than theonly

other alternative in Maheshwardow paid,physically strenuouagricultural labour.
The educational initiative thateveloped out of WomenWave,The Handloom
School hasfollowed asimilar trajectory to SKV butfibcuses only on handloom

and invites weavers from all over Ingdis well as from Maheshwanhile both

SKV and@HS focusn maximising the creative capabilities of artisans, THS has a
stronger focuson employment generation and thus aims for its graduates to

become entrepreneurs.

Handloom in India currently employs over four million pedi@eo.l Ministry of
Textiles, 2010and craft is the second largest employmgmoviderin rural areas
after agriculture Handloom accounts for teto fifteen percent of the btal fabric
produced in the country bulew figures are available on its value taettlomestic
SO2y2Ye d CA 3 dzN&pgort \&lyedokexisy tRough, 2avd@cécording to
the Indian Brand Equity Foundation (2018) it stoo&2%55.91 million in 201¢ 18.
The reason for the scarce details on this value is latgatgause it i@n
unorganised activityalthough attempts to formalise the indtry have been made
through skill development schemes and the introduction of @®ods and Service
Tax (GSTih 2017. The regions of Maheshwar and Kachchh are both situated in



states withfewer numbers of weavers than o#n states in IndiaVladhya Pradéds
positioned at twentieth, and Gujarat twentird out of twenty-nine stateg GOl,
2010) The two institutes are premised on a view thaday handloom can only be
compatible with niche, luxury markets. Such an approach contrasts with
development initiatives in states with higher numbers of weav&uch aPastkar
Andhrain Andhra Pradeshihataims(i 2 YSSO |y WS@GSNEBERI&Q YI NJ
Futhermore, the majority of weavers in Kachchh and Maheshwar receive stable
incomes from weaving (supported by a range of factors, one being the NGO
presence and the institutes which are the focus of this thesis), in comparison to
many weaving clusters iméhra Pradesh and other regions with large numbers of
weavers.Indeed, the context of handloom hugely varies from one region to the

next and there will be no approach to development that suits all.

From the nineteenth century onwards thendloomindustryexperienced decline

due to a variety of factorsncludingthe imported and local mechanised imitations

of handloom, the centralisation and mechanisation of ancillary industries such as

spinning and cotton cleaning and the stagnation of agriculture wtebxisted

with handloom processe#s | show in chapter 2, the dew of the industry was

nuanced. While colonisation and industrialisation didddonageto the industry,

previous discourse, particularby nationalist economic historians, tended to

ignoNE  6SI GSNEQ | 3SyOeé (2 | Rlihfliended/ R Ayy 2@l
paradoxical views of the industry within mainstream discouf3a:the one hand

handloom symbolisea traditionallocalidentity and selfsufficiencyand on the

other, weavers are viewed & W2 dzi Y2RSRQ FyR WwW2062S0Ga 27
fastmoving technological advanc@sglamidipudi and Gajjala, 200&enkatesan,

2009. Thusartisans can be presenteat simutaneously oiin different narratives

marginalsed, objectified andomanticsed. This polarisation is reminiscent of

O2f 2y Al f FGGSYLIIa (G2 LINSASNBS WIiNXYRAGAZ2YI
new technologiegDewan, 2001; McGowan, 2008hich continued into

independent Indigalongside economic dualisms between rural and urlatha

(Breman, 1996)and informal and formal knowledg@Pottier, 2003; Singh, 2013;

Basole, 204; Escobar, 2().



The latter two dualisms have been supportedthe proliferation ofdesign

SRdzOF GA 2y AyaidAadldziSawhithhavémybdeyabcaskilfledto A Y RS LIS
urbanEnglishkspeaking middle classé#/hile one of the main aims of tHest

institute dedicated to desigrithe National Institute of Desig(NID),was socially

oriented to meet the diverse needs of the whole Indian population, there has been
wide-rangingcriticismwithin both academic discourgé&hose, 1995; DeNicola and

DeNicola, 2012)as well as by former directorshAok Chatterje€2005) on the

divides created by the designer who has the creative skills and knowledge of the
contemporary market, and the artisan who simply executes the desighisin
A0SYINA2Y GKS FNIA&alyQa adl ddza Aa NBRAzOSR

embodied knowledge devalued.

SKV and THS aim to challenge these divisinsstutionalised Jongterm design

and business education for rural artisans is a relatimely phenomenon in India

and therefore has received little empirical researBly.considering the artisan as
designer and/or entrepreneur, and inteeferencing studies of craft development
with education(considering formal education and manual skill leagy) this thesis

will add a significant contribution to the existing studies of traditional crafts, which
by and large analyse craft and design in parallel and rarely consider the notion of
the artisan as designet. dzd S § K S-RESNME y'GaMdRR PN JHESND (1 2
refer to an artisan who has been educated in design in the institutionalised setting
However, | also discuss the ways in which desrgiualities associated with

design such as innovation and problem solving,vaicely considered an inherent
part of the informal, embodied learning of craft skills (oample byMamidipudi,
2016; Marchand, 2016; Bunn, 201&hd therefore explore what happens to this
knowledge when a weaver undertakes formal learning in desigeh 8 discussion
also requires the analysis of the key terosed in this thesis includirgaft and

design which | do in section 1.4 drawing upon the theoretical framework of this

thesis.



1.1 Crossing disciplines

The textiles athe focus of this research, th€éachchhil K | (ghé I1@bel applied to
modern interpretations of Kachchhi handloom produasy the Maheshwari sari
transcendand straddle thecategoriesof handloom textile artefact, clothing craft
object, gift, ceremoral object, museum exhibit, skilled woakid commaodity.3
Theselabels and categories carcpmplex histories and cultural and social
baggage. Woven textiles have been at the centre of global trade, industrial
revolution and exploitation, while craft has come to signify an ideology of a way of
life before the destruction caused by the textilecaother capitalist led industries.
Craft a loaded conceps | will show in section 1,.has becomaised todescribea
range of commodities frorfuxury coffee and beer, thitsch souvens. These
paradoxical associations of craft resemble attempts to siameously reject and
feed massproduction andcapitalism | discuss the definitions and interpretations
of craft below alongside other key terms, and how | use these terms throughout
this thesisBecause this study focuses primarily on the producers esgldo on

the consumersthe textiles as clothing will form less thfe researchindeed, to
delve into the complex associations of the sari and uncut Indian textile with
notionssuchas identity, the body and political diplomacy would take this study
beyond its limits. However, to help determine the relevance of handloom which
has found increasing popularity and compatibility within the global and burgeoning
domestic fashion markets, some examination of the fashion industry as an
important market for the sudents and graduate weavers of each instituéll be

required

To acknowledge the categories that handloom textiles are positioned within, this
study interreferences disciplines of craft development, education, design history,
material culture studiesand anthropology. Such an intéisciplinary approach will
help to weave together a narrative that incorporates teriousactive agents in

handloom production and innovatioThese include: The handloom textile itself

Sph2GS GKFG GKS GSNXa WTFFaKA2yQ 2N WRSaA3IyQ | NB

y 2

GKSaAras FyR GKIFIG AYyRA3ISyYy2dzat &en posifioded iNdppokitioh & gslat f & Q

novel accompaniment to western fashion and degi@augele and Titton, 2019, p. 12, citing Rovine).



and the meanings andalues the texte imbues asit movesfrom onecategory or

context to another2) the makers of the textiles, who can be weavers, artisans,

master weavers, labourers, entrepreneurs or designers, and indeed all, or several

of these at differenttimesinteNJ t AFSS FyR (KS gF&a Ay gKI
relationship with the textiles,ite community and the instituteeterminerole

choices ad formation of their identity; 3)he technology and tools used to weave

the textile; 4)institute as educational initiativevith developmentemployment

generation, innovation nurturingnd crdt preservationidealsand aims 5)

intermediaries such as fashion designers; and 6) the market.

My own background is in textile desigioth my MA by Research and

subsequentlythe preparation for and early stages ¢iie PhDtogether worked as

a form of apprenticeship in the other disciplinesiiS R I 6 2 dS® ¢ KA & WI LIJ
involvedextensiveauto-didactic learning through reading, attendisgminars,

conferences and talks across different universities and departments and making
connections with fellow researchers in these disciplii@sspite harbouring some

I YyEASGE G y20 0SAy3 aLISOAIfAASR AY | Y2N
it was anunderstanding afand interest inthe handloom textiles themselves that

initiated the researchFurthermore, | deemed my experience as a designemand
understanding of design important for a study of design education (although the
categoryand 6 Sf WRSAAIYyQ A& OKIltiatwbyddpedent i K N2 dz3
a different insight into studies of traditional crafts and craftspeople than those

preceeding it, which have largely been undertaken by anthropolodisis.interest

and experiencealsofacilitated conversatiosand helpedgrow rapport with

weavers and weavedesignersBLILINS Y G A OAy3IQ Ay (GKS RA&OA LI
enabled me to analysihe broad socieeconomic, cultural and historical factors

that both influence and are influenced lthe design and business education at the

centre of this research. By inteeferencing all these field$his study makes an

important contributionto the existing lively dismrse around craft development,

offering new theoretical and empirical insights



1.2 Aims andobjectives

This research aims to present andapth analysis of design education for artisans,
to highlight itsefficacyandits challengesn relation to the aims of each institute
specificallyin helping artisans make products attuned to contemporary markets,
reducing the gap between the artisan and market, gogitioning handloom as a

sustainable and desirable employment option. Specific objectives include:

- To examine how design educationlegits the cultural context in which it is

situated

- To explore the value and importance of handloom weaving from the perspective of

the artisans and that of the market

- To investigate and compare the transmission of desigmkage in theeducation

institute alongside the transmission of weaving knowledge in the domestic sphere

- To investigate whether design education can lead to desirabteviable

occupations in handloom

Fieldwork was conducted over a period of fifteen monfittsn September 2015 to
March 2017 using case study and ethnographic methodoldgging a snapshot in
time, this study could notonsidercontinuous changes and developments of the
institutes andthe dynamic influx of nevbatches ofstudentsyear upon year. The

data would have been too broad and not possible to collect, analyse and collate
into an indepth study in the space of three years. However, by applying the
particularisation approach to the castudiegSimons, 2014,.p165) the cases

WOl LG dzNBE | YR NBLIR2 NI dzyAljdzSySaa Ay |I|ff
findings will be universally significant. Thus, it is hoped that the presentation of the
findings from the two irdepth case studies Wtell a story that readers may be

able to recognise and apply to their own context.

As well as the limited research on design education for artisans in India, there are
also few empirical studies on each weaving tradition of this stiitherefore this

research, which icludes visual, physical (in the form of woven samples), and

ax



written evidence of both weaving practices, will provide a mdithensional

knowledge resource that incorporates the combined inputhef research
participantswho includeweavers, institute metbers and teacherdt is hoped this
resourcewill be accessible to a wide audienoeluding academics acrotse

disciplines discussed above, actors working in craft development initiatives in India
and perhaps other developing countries where craft provides an important source
of livelihood as well as thosevolved with the focus case studies of this research

It is hoped this analysis could set a benchmark for future expansion and further
development with other struggling craft communities in India and even different

parts of the world.

1.3 Personabackground

My introduction to craft inndia was over ten yea ago wher conducted a design
placementat Kala Raksha, the afitable crafts organegion that the education

institute of the same name formed frorsituated inSunrasar Shikh village, 23km
north of Bhuj Over a period of two months | worked on-designinga large

selection ofgarments,accessories and homeware products that had not s@élih

help from the design coordinator who spoke a little English and a National Institute
of Design (NID) intern who wahere as part of his diploma projett liaised with
artisans and tailors to suggest adaptations in colour, placement and product. The
project was experimental and challenging, angeoallprobably much more

beneficial to me, by way of getting to kndie various crafts, region, people and

the culture, than it was foKala Raksha

During this placement also visited¥ I t I wl { aKlI +*ARKelfle&l > (K
for artisan®located in Tund&andh village near Mandvi in south Kachchh, which,

in 2008, was in its second year. | would not know it attthee but spending

several days on the campus interacting with feenaleembroidery artisan

students, the two American teachers, the NID interns as well as various visitors to

4As part of theNID diplomacourse students spend several months working either with a craft community,
social enterpise or corporatecompanywhere they work to a design brief. See chapter 2.



the campus and Kala Reda headquarters would later prove to be influential as |
began to position such experiences within a wider context of craft and design in

India for an MA.

During my stay | visitetthe first Rann Utsav, a desert festival in Kachchh which
began two yeargarlier andhas since escalated in tandem with a fast intensifying
G2dzNRAdG AYRdzZAONE Ay (GKS NBIA2yd | KdaAS ON
attraction. In 2008 there were no sprawling luxury tent patkest are theretoday,
nor the themepark style construction at the edge of thehite (salt) [@sert,the
other popular place to visithat lies at the border between Kachchh and Sindh in
Pakistan. Instead an imitation village was bufiveral groups of artisans of
different communities were invited to build Aungha(round-shaped mud house
with thatched roof) in the traditional style distinct to their community, to live in
duringthe festival around five days, where they also displayed their crEffiis was
a project organisethy Kala Rakshd@he combination of these craftspeople on
display and the masses sftallsselling commodified, cheapened versions of crafts
of the region, demonstratg an example ofboth the massmanufacturing of
tradition (Jaitly, 1989; Kasturi, 20Q05nd objectifying and romantgng of

Wi NI RA ( A AGréenolgh,l1908; MéKhighBiSethi, 2013; Wintle, 2017he
replica village did not continue in the following yeasgth preference giva to the

expanding exhibitiorcum-sale anduxury accommodation.

My second, more formally organised placement was at Anokhi, a commercial

clothingbrand founded by Britistindian couple Faith and John Singh at the height

ofthe flowerLd2 5 SNJ SNI 2F G KS aOKEHeSHE®E witick ised f 2 NI =
western style florals with Rajasthani/Persian block printed designs flourished

within this market and the lifestyle of the time. Like kaba, the other iconic

craft-fashion brand foundeé at a similar time by Americalohn Bissell (sezhapter

yos y21KAQa YFAY YIFENLSG 61&8 SELRZNI odzi Y
the 190s wherthe economywasliberaliSR® ¢ KS (g2 O2YLI yASaQ o
expanded to all corners dfdiato coincide with a burgeoning middle class and

appreciation fori KS 02 dzy (i NB Q &, whitdichidtirRiAgitan@ngaint Q ONJI T {

important export marketgEdwards, 2016)Commentators put down such

10



LJ2 LJdzf F NA G & Ay Lltlebd to define thér &enttgithia dzY S NI &
YEGA2YyFEAAG FGGSYLIWa it IntddR nasdes ghdtheh &8 K G KS'Y
2 S a(Tiaflo, 1996, p. 326)

The placemenat Anokhiinvolved amore structured schedule of developing two
collections of hangpainted designs for block prints, and two series of experimental
workshops in block printing villages surrounding the dityetwo placements
provided me with insights into the diversity ofafts in India, the different
approaches to craft development, as well as the interactimmg tensiondetween

both craft and design communities aride disciplines o NJ Fi Q By R WRSaA 3.

Following thesglacements) conducted arMA analysing the ways in which block
printed textiles in Kachchh (initially intending to cover Rajasthan too, but narrowed
its scope to allow for greater depth), were being adapted and developed for
contemporary markets. | presented analyses of severse¢ ciudies including Kala
Raksha, alongside a foreign and local commercial brand and a local HIG®
conductedinterviews with artisans, out of which developed a discussion of key
themes such as authenticity, designer and artisan collaboration, reptasen,
ownership and recognition. Several artisans | interviewed had studied at Kala
Raksha Vidhyalay&RVhand had developed names for themselves as independent
artisandesigners. While such artisalesigners were innovating in interesting
ways, demongating confidence in displaying and talking about their work and
successfullyalingto highrend clients, | also noticed the effects of individual
creativity upon dynamics in a community who had traditionally held collective
ownership of the craft. Butiis was just one theme of many more | began to
exploreduringthe PhD. | wakeento understand more about education for
artisans, and spent several montbseking out similar approaches kdRV irother
areas ofindia. | visited several handloom developmenganisations across India
as well as government and ngovernment training schemes. The Handloom
Schooln Maheshwamvas the only other institute providing a formal curriculum to
traditional artisans aside from some governmenh institutes such as thindian
Institutes of Technology (IIHT), the Indian Institute of Craft and Design (IICD) in

Jaipur and the Craft Development Institute (CDBrimagarAll thesegovernment

11



-run institutes invite artisans alongside urbamddle-classstudents. The reasofor
not including these wag}) to avoid too broad a study that wadi not allow for in
depth study;and(2) these institutes are not located within easy accessio$t
artisans who live in rural India amih not specifically cateo a particular crafor
community. In this sense, SKV and THS coutmbbsidered a$iybrids of education

institutes and craft development organisations.

1.4 Terminologyand concepts

Theunderstanding and interpretations of thmain terms used ithe title of this research

or to describe handloom activity and its makease diverse and dependent on changing
politicaland sociceconomic contexts and idealShis section discusses some of these
interpretations within the context of IndiakraftQits importance in moderfday India,

and the ways it has been representadtawing upon the theoreticalontextof this

research | also explain my justification for the terms used regularly throughout the thesis.
Due to theways in which the terms have bp contested over timgthere are overlaps
betweenthe definitions, particularly the terms craft and design, the distinctions between
which have received lively debate across the theoretical framework upon which this thesis

draws.

1.4.1 Handloom

Handloom weaving involvgsassingwveft yarns horizontally through alternatgets

of vertically stretched outvarp yarnso create cloth The term has been used to

distinguish weaving on a haraperated loom in prandustrial Britain to weaving

on a poweroperated loom during the industrial revolutiohell S N WK Yy Rf 2 2 Y
currentlywidely used in India to describe the same practice, while in other parts of

0KS 62NI R WKIYR gSIFI@AYy3IQ A& +faz2 daSR® | 2
other types of weawng such as basket weaving, which does not require a loom.

The loom creates a sturdy frame over ainito stretch the warp threads.\@r the

course of millennia, the loom has been adapted to increase the efficiency and ease

of separating the warp yarns toaate theshed,the spacethe weft yarnpasses

through, right up to the invention of the powerloommithe early nineteenth

centuryfollowing the inventions of powedriven spinning maching$oody,

1982) The oldest evidence of basic looms such as the-s&@lp, ground lom and

12



vertical loom date tancient civilisationsf the Neolithic periodBroudy, 1979, p.
10). Thediscovery of loom weights at a gravesite in Mehg&aluchistardated to
the seventh millennium B@skari and Cirill, 1997; Edwards, 2QHiyes evidence
of the use of vertical looms which comprised of an upright frame, with warp
threads hung from the top and weighted to the grou®hrber, 1991)The
drawloom which allowed for complex patterned textileg Wway of lifting multiple
warp threads, came into use in the"12entury with the Muslimgrom Persia
(Ramaswamy, 1985; Edwards, 2011, p. 88yadarajan and AmiRatel(2008, pp.
17-26) position the Indian loom withim panAsian, Austronesian, Austroasiatic
and African analysis of loons demonstrate similarities and interchanges in

technology and linguistic ternmecross these areas

Theearliest known treadle loorto be used in India is the pgiteadle loom

(Broudy, 1979, p. 105vhich continues to be widely used today including in
Kachchh and Maheshwar | YR Y2NB O02YY2yf & NBFSNNBR :
refer to it inthis way throughout the thesisThetreadlesare suspendedrom the
shafts(which lift the warp threadsinto a pitwherethe weaver operateshem

with his feet whilesitting on the ground.The frame loom is a twentieth century
adaptation of the pit loonbuilt upwards fromthe ground.Chapterss, 6 and8

discuss the looms used in the two regions in more detail within a ssmoomic
context The polarised narrative of weavers as romanticised symbols of tradition
and outmoded in their use of traditional ¢bnology, ignore the subtle and

nuanced adaptations of technology by weavers to meet the target markets and
keep o top of orders. Chapters 5, 6 and 7 include discussiotisediffering
approaches to technology in the two regions and two institutesvell as the

agency of loom technology in the process of balancing innovation with maintaining

traditions.

1.4.2 Education

This thesis is concerned with batfstitutionalisededucationg instruction in a
classroom or campus that has been jplanned in a curriculum as well as

informal education which ieow weavers learn the techniques and skills in
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weaving.Chapter 2 draws upothe history of design and art education and
instruction in Indiao provide a critical context to the kinds of education that
weavers might have received in the past and tadBye development of

formalised curriculums i K G ¢l & GKSy t+F06StftSR WTFAYyS |
Wi LIQE 2 NR WAQY, RaxiiéaNbrigside the industrial revolution in Britain
in the mid-eighteenth centuy (MacCarthy, 1972; Kriegel, 200British curriculums
were exported tolndia from the late eighteenth century and throughout colonial
rule (1857¢ 1947). Bysepaating out curriculums and categorisatiqrike colonial
government waglividing society in accordance with economic and political needs
(McGowan, 2003).abour and class divisions along with @&rtesiarmind-body
dualism were strengthened education just as they were in the growth of mass

production as | mention below.

Low numbers of traditional craftspeople entered colonial art or technical schools
becausemanyconsideredhe skills learnt at home sufficient for pursuing a

livelihood in thér craft. Where craftspeople did attend these schools, they did so

to learn literacy and escape their traditional occupatiortambecome technicians

in mills and factories (ibidprior to the twentieth century, weavers would largely

have been denied foral schoolingSin@ 1950,governmentelementary, further

and higher education institutesave reserved Jt  OS & T2 NJ W@EhOKS RdzZ SR
IA2PSNYYSyiQa OFGSIA2NRalLGA2Yy 2F KAAG2NROI f
weavers fall into, yet the educatidhey provide bears no relation to their

occupation as weavers. Indeed, many weavers view school educeiquite

distinct tolearning weavingBhujodi weaver Dayalal Kudecha said:

WL dzaSR (2 UGKAY]l SRdzOF A2y KI Lisl&span 2y f & )

educatonti 2 1y296 2ySQa&a ONIFO |yR OdzZ GdzNBX 2y S
Odza 1.2 YaQ

5 Kudecha, D., 2016. Weaveesigner, SKV faculty: Interview with Ruth Clifford, Bhupdiugust
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The level of formal schooling a weaver has largely correlateshigtar her
weaving skillThusthe earlier he or she leaves school, the higlesel of skill he or

she is likely to have.

Anthropological theories of apprenticeship and embodied learning in traditional

trades and crafts informethy examination of the way weavers learn their craft.

RN} ¢ dzLl2y [ @S | yR 2 Sgring(MBIQwhickh&sdee 2 F a A
influential in the work of several anthropologists whaveundertaken

apprenticeship as field method to better understand how a craft is legdaont

example; Marchand, 201@008; Venkatesan, 2010; Bunn, 1999; Dilley, 1999)

Chaptes 5 and 6 weave together theoriesfasituated and embodied learning with

my own fieldwork inMaheshwar and Kachchincluding my own weaving

apprenticeship in Kachchtg discuss the processes and techniques and the

learning experiences afeavers in these two regionBurther, several of the

influential theories by sociologist Pierre Bourdieu have supported analysis of the
6SHOSNBEQ SELISNASYOS 2F tSINYyAy3a 6SI gay3ax
0dzaAySaasSad L RNI ¢ dhadtys(whichizNBekrS dzQa 62 NJ 2
influential in the anthropological works listed above) in my analysis of learning the
skillsinvolved withweaving The theories ofaste, capitaland fields of cultural

production,have informed my analysis ofeaverskxperiencsin the design

education institute Here, weavergxpand their cultural capital and when

socialising in new market spacdisey expand their social capital and increase their

agency and ability to influence taste.

1.4.3 Design
Before thefounding of theNational Institute of Desig(NID) in Indig design was a
term rarely usedand there is no direct translation of the term in any Indian
languageYet as a concepdesignwas potentially in use at leasas far back as
when the firsthagshabandk (pattern-makers)came from Persia to handloom

hubs such as Kashmir and Banaras.

In both British and Indian weaving industriéesigning became synonymous with

pattern-making(Puetz, 1999jwhich the titlenagshabanduggests)as avay of
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O2YYdzy AOIF 1Ay3 GKS WAYGISYRSR RSaA3IyQ (2 42
increasing markets. Indeed, the designer is often considered as an intermediary

between the client and producdAspelund, 2014, p.; Rees1997). This process is

suited tolarger scale production, and along with modernhaologies facilitates

standardigtion. Such a process is particularly suited to weaving:

WeKSNBE A& | FfdzZARAGE Ay GKS LINI OGAOS:I RSa
fit easily with contenporary technology. A textile maker or designer who works at a small
craft-shop level producing oneff pieces can, from the same conceptual base and using

the same equipment, produce samples that industry can convert without fuss for factory
LINE R dz@irine, L I¥Db, p. 168).

Dormer alsaonsiders thatt & dzZNBS f @ RS a A 3 Yne PakesBlo8Ha, S AFNE (i K A
it is perhaps only through making this plan tangible through drawing or computer aided
design(widelyconsideredo be cognitiveprocesse} to communicate the plan to the
manufacturerand client that design becomes a recognised procasd profession.

Therefore, while craftspeople learn theskills informally using observation and by actively
participating in the craftformal edication is required to learn the process of design, a
central aspect of which is developiag understanding of the market demand and client
tastes.Thus, only those formally educated in desage considered bona fide desigrer

with the ability to influerce taste, which discussn relation to Bourdieurian theory
throughout this thesisBecause the artisans who undertake design education at SKV or
The Handloom School are encouraged to develop decorative textile products for luxury
markets, this thesis igoncerned less with dominant discourses in design studies that focus
primarily on industrial product design. While functionality is considered in the design of
their handloom textiles, the value lies primarily in the aesthetics, the connection with the

maker and its cultural and social context (ReE397,p. 120and p. 128.

Adesigner mustlsohave an understanding of how a product is mabtefact,making can

also be avay of communicating an intended desigibi@, p. 129) However, for the

SRdzOF 1 SRX LINE T S & a A-Bnyitaking UsBaflyzstodt gadplad oril KS K Iy
prototypes In chapters 7 and 8 | consider what happens wiveaversgraduae from full-

time weaver to designecommunicatingdesigns to weaverdere | daw upon

Bourdieurian theoryto consider changes of status and classl hierarchiesas well aghe
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anthropologyof technology and embodied knowledge consider links and disjurions

betweenthe making and designing processes

1.4.4 Craft

Handloom inmdia is considered a craft by its makers, promoters and markets, in

the sense thatitisl y | OGAQGAGE GKAOK Ay@g2ft @dSa aiAft
(Frayling, 2011p. 9) According to Venkatesan (2009,pn 0 £ Wt dzEdzNBE 6 S| @S
dzy RSNJ 4G KS OFGS3a2NR 2F ONY TG Rdz2NAYy3I GKS Wi
O2 f 2y A Hofveve,irte®psdat defining the tereraft have been considered

WK 2 LISy Dorinar@997a, p.5). Other key thinkers on craétgree.Harrod

(2018, p. 13yalls the termP & K | LIS . Gréenhaldhi( 1997324 escribes ias
WSEdzRAY 3 | Ha¥mdedlib dowith&cofdz&k A DR G Ky LISNLI SEA
its meaning hasontinually changed and developed over the past three centuries
Marchand(2016, p. 8describesraft as‘\golysemous, ambiguous and often

O 2 vy (i S@réeBhRIgr©ited inDormer, 1997, p6) dates tre divergence between

craft, artand desigii 2 0 KS MpHNnaZ 6KSYy WONI FUQ 06SOlF Y
both the pursuit of beauty (art) and purpose (design).

In the face of industrialisation, labour division ame talienation of the worker

from his work, Marxistdealschimed withthe Arts and Crafts movement which

sought to revive the crafts and liberate the craftspersdadamson(2013, p. xv)

arguesthat the movement contbuted toWl Y2 RS NJQ R v, @&skjing 21y

'a Ay ROEE ANE D& P dzeoHe §oefadddo argué:K S NJ

W2 K4 KFR 0SSy 'y dzyRAFTFSNBYUAFIGSR 62NIR
relatively high status within a broader continuum of professil trades, was

carved into two, with craftspeople usually relegated to a position of inferiority.

This bifurcation divided the infinitely complex field of human production into a set

of lined binaries: craft/industry, freedom/alienation, tacit/explidiand/machine,
traditional/progressive (ibid}2

Adamson goes oto argue thatJohn Ruskin and William Morribe key pioneers behid

the Arts and Crafts movemerf, Af SR (2 | RRNBaa GKS Wydz yoO
KIFI'y R Iy R A¥amébi ROLRBV). Pdsitioning craft and machine as directly

opposite supported such campaigns against industrialisation, and up until recently have

helped manufacturers use the term to promote authentic alternatives to mass produced
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generic goodsFrayling(2011, p. 9argues such promotion was dodé(i 2 NXB I & & dzNB
customers in the face of global climate change awareness of the damage of mass
consumeris on people and the environme@Similarly,in Indian craft development
narrativeshandloomt&E G A f S& ' N8B LINB&Sy (SR [(sée discHsgidnS & 2
ofthe i S NI W (bBldwlardind2eft@pposition to powerloom, presented akin to

GKS Wal dFyAO YAf{ &K I2yR{[212yY0 655K ANSINBLK Af QKD SN
discourse, as | M show in the following chapter, fails to address the large swathes of
KFyRf22Y 6SIFOSNR ¢K2 KIFIZS WLINRPINBaaSRQ G2
process ofidaptingfrom handloom to powerloom happens variably and irregularols

Ay i NP Reitdl $h& redbrSof hand dig, rather than replacing the@and

ON} FhaYvYlIyakKALl Aa |faz2 WySOSaal NeAdamsonyl | S
2013, p. xvi) Theseobservationsare missing from the discourse tbfe decline in

handloom throughout the twentieth century which Roy (for exam@93, 2002, 2008)

has explored in depth. Influencday Arts and Crafts campaignehsdian craft revivalists

such as Kamaladevi Chattopadh§eyt & |t a2 F3FAyad GKS SNy
many ofthecdzy i1 NE Qa ONJ Fiad 6SNBX RSAONAROSR o0& (K
AYRAZZGNARASEAQ Ay NBflFGA2Yy (G2 GKSANI O2YYSNDOA
. NAGAAK ARSFEA 2y02 LYRAIF AIJYy2NBR (GUKS RAL
nearest translation inSanskrit iskalawhich according to Kumar Vy&E991, p. 189js a

Wdzy ATF@AY3a 02y OSLIIQ SYONIOAy3a Fft | aLlsSoda
ranging from dance torgineering(Balaram, 2005)//hen consideringhe range of skills

and knowledge a handloom weaver possestiesterm kalaseems more relevant to

handloom weaving than simply craft, design or art (or even engineering) on their own. As
Marchand(2016, p. 15)drawing on the work of Paulus Gerdstates Wi KS 62 NJ] 2 F
weavers embodies mathematical, geome#tiand proportional nderstanding and

S E LIS N& Y SMaitharid ity tiisCalongside other craft examples to show how

6 Kamaladevi Chattopadhyayaw the chief of The All Indiatandicrafts Bard (AIHB)and the Indian

Cooperative UniofiCU)and was a prominent figure in the rehabilitation, production and marketing of

LYRALI Q& wotiNg rdfléctedk SINS WS @P2GA2ya (G2 KIFIYyRAONI Fia FyR Of
ofodzNJ NR OK Odzf G dzNF £ KSNARGFISQ o/ KIFIGG2LI RKEIF&FZT MPT
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ONY FGaLIS2LX S Sy3alr3asS WaOASYlGAFTAOLtt&aQ Ay

requires only bodily and not cognitive intelligence.

Fundamentallythe term craft has layers of meaning in different contexts. This
thesis draws upoudifferent strands ofanthropological discourses around cratft.
When considering the process of learning weaving and design, | draw upon the
discourse dealing with craft &nbodied knowledge and situated learning and
how such learning imextricably linkedvith socialisation into a communityVhen
considering thevoven cloth as a designed or craft object, | draw upon discourses
aroundcraft as workandlabour(DeNicola andVilkinsonWeber, 2016; Herzfeld,
2004; Goody, 1982kconomicand culturalcommodity(Kopytoff, 1986; Clifford,
1998)andasa symbol or agent (Appadurd 986;Bayly, 1986¢Gell 199§ in both

the market for traditional crafts and wider politicalationdist and development

agendas.

For many of the artisan informants in this study, the impulse to waavelves

020K WI RSaANB (2 RZSennette2p0Bp.WahdisalsoF 2 NJ A Ga 2
rooted ina sense opridein their hereditary tradition and a sense of duty to

ancestors and cligs, as suggested by Rushottam Sijuin the opening of this

chapter. However, craft occupatioase also associatedith low social statusor

SPSY @GASHSR | a WLR itradrigiFi@l werkaslivell &S A NJ | & & 2
being historically undevaluedagainstart or designin Kachchh in particulathe

g2N] 2F KIyRf22Y ¢S @Ay3 gl a 2F0Sy OFiS3z2
conversations and interviews, hence the exploration of the term and category here

and throughout this thesis. The adoption of particular terms and categories are

likely to beinfluenced by craft development organisations, nationalist narratives

around craft and the education institutes themselves. In Maheshwar, the weaving

gla Y2NB 2FGSy OFGS3I2NRASR aAavyLit e | a WKIY
0 SN)XY WRSaA hyuwedioyiscasy Ad chndbitatians of patterns, motifs

and colour on the cloth. As | discuss below however, most weavers woutdhl|

themselves craftspeople (or artisans) or designers, but simply, weavers.
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1.4.5 Artisan
¢ KS (SNX) syonNB #za | ¢ R K & WO NAchrieftioustgtiR. Ité&s2 A a | f
gARSt & dzaSR (2 RSAONAROS (K2aS ¢K2 LINI OGAC
for a definition of tradition)ncluding the handloom weavers participating in this
research although it can ofta be used interchangeably witHraftspersofin
literature. The widely used local terkarigaris probably the closesh meaning to
0KS 0 SNDofteHh NI S HLINB G SR A WQkethdNdaked | vy Q | a U
things by han@although it literallyY S y &4 2y S ¢ K2 OWeaveNNRK Sa 2 dzi
India maybe called weavershunkars-Hindi, vankars- Gujarati),karigars master
weavers or evemajdoor, labourer, by different actors in the production and
market network or at differat times in their careerA similar interchanging of
roles occurs in theardozi(a style of embroideryindustry of Delhi discussed by
Mohsini(2016) who critiques the contradictory representations of artisan as
a@dYoz2f 27T WiNI RA (fér a8 yatbnal ideitily adadsvickf 4 G Ndz3 3t S
WwWSO02y2YAO RA a (4aNDidcysOrSribre dletail dhapier 2hdw such
contradictions are rooted in the colonial efforts to preserve traditional arftde
introducing modern machineryvhich was continued by the pogstdependence

government.

In the contemporary western world, the more popular title for one who makes

luxury products with highle&&¢f & 2 T & | -nékéQltisdhe sbé&tabsiahdihg S NJ
of the designemmaker and the value given to his or her work, that Frater, the
founder-director of Somaiya Kala Vidya in Kachdtdpes for the graduates of the
desiq institute to become known as, by bringing toget skills and creativity in

craft and design.

¢ KNRPdz3K2dzli GKAAa GKSarasz L aidNxR@S G2 dzas i
Wraftspersoi2based on the way the majority of the weasexho participatedn

this study introduce themselves$ also choose to use the term weaveravoid the

problematic interpretations of the latter two terms as discussed ahovigle

considering the effects of the use of the terfistisartand \Braftspersoiiin

marketing material and development discour§éne surname Vankar (weaver), of
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mosthereditaryweavers in Kachchh, means their identity is literally determined by
their occupation. Similarly, the community of Ansaris in Maheshwar (one of the
largest almgside many others), are also known for, and directly associated with
weaving, not only in Maheshwar where they are thought to have migrated to from
Uttar Pradesh, but other thriving weaving communities too. | identify weavers who
have gone through the SKkWid TH®ourses as eitherweaverdesignersor
weaverentrepreneurs, depending on the trajectory their work takes them (which
will be discussed in detail in chaptédand9), and what they choose to call
themselvesThere may be exceptions dependingttie different titles that

AN) RdzZt 6Sa YlIe OK22aSsy &adzOK ad WIENIAaAGQ Ay

1.4.6 Tradition

Traditionis yet another ideologically charged term thatisedso broadly in craft

development discourse in India its meaning gets lost. In the context of handloom

weaving in India, on the one hand it is associated with caste occupation (which |

discuss in detail in chapte),2vhich weavers either strive to shed bdsen its

subjugated status in the discriminatory caste system, or express pride in, based on
ancestral ties and sense of duty in providingapra(cloth), one of the three basic

needs alongsideoti (food) andmakan(shelter).When weavers discuss their

occupation in this way, they regularly use the Hindi term for traditmarampara

On the other hand, within the wider market network, nationalist and craft
RSOSt2LIYSYyli RA&aO02dzNESAaI WINIRAGAZ2YQ dza SR
authenticity and culturaheritage and points to an ideadid preindustrial past.

Such pairing of traditionas well as the rural and vernaculetith craft was a key

ideology of the Arts and Crafts movement (Greenhalgh, 1997, p. 31). The revival of

craft however largely involveselecting traditions considered suitable based on
romanticisation of the pasfHobsbawmand Ranger 1992A\nderson(1991 [1983]

attributesthe selection of suitable traditions and prasgstothe WA Y| IAYAYy 3 Q 2 ¥
communities based omlealisedand boundechistories, occupatios, geographies

andnations. Such imagining and inventing of traditions risk removing objects,

peoples and practes flom real time(DeNicola and Wilkinseweber, 2016, p. 96

citing Quss) rather than as living, dynamic and evolving with time:
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WwSIf LIS2LX ST a GKS fAQAYy3d 2NHIyAavYa (KS
2yS Yy20KSNE FT2NHAY3I GKSAN KHaflamandh Sa | yR
Ingold, 2007, p. 6)

The majority of weavers in this study hanezeivedthe skilk, designs and
techniques of weavinfrom their parents or other family members, and this is a
key reason for continuing the craftwill however,also discuss newer entrants to
the occupation viho describe themselveas either first or secondeneration

weavers.

1.4.7 Innovation

If tradition is associated with historical presgts, then innovation is commonly

used to describe the new, novel or creatiteK S G SN WAMNER O A2y Q ¢
uttered among the weavers themselves during interviews and conversations.

Instead | often heard weavers talk of creating, or being asked of buyers to create

Wa 2 YS i K Kysillengr§uesth& while creativity is ofterattached tonovelty,

it is impassible to create something completely original (Kristeller, 1988p

(2001)regards the term innovatioasd @ y 2y @ Y2dzA gA K WONXBI (A DA
describesaanWl O A @A Ge& GKIFG LINPRdzOSEa a2YSOKAyYy 33

and transformation of exigtg cultural practices and form@bid, p.2).

Hallam and Ingol@007)avoid using the term innovation when discussing

creativiy? = RA & ANBSA Yy 3 ¢ A WG NHZASS GO ANdNOEIdZY) Q0 (0 K
KSNE yR GKSNBIZ YIN]AyYy3 dzyAlTdesrgyezhngtSy G a |y
the term innovationhas becomeynonymous with modernity and breaking from

convention, the celebration of the individual over the community and the focus on

results rather than process. Thegek to challenggd KS WL f I NAGe 06S0i6SS
and onvention, or between the innovative dynamic of the present and the

GNI RAGA2Y L f (foid,y. 22THeyaddptd KIS & S QN WA YLINR OA & (A
G2 LINBPOS&aa FyR I ¢2NI RibidjK3)éndarguehsitl f 61 8a Ay
creativity and impovisation are inherent ithe transmission of skills from one

generation to the nextThe authorsapply this argumentt6P ONB I G A S Q LINI O A

such as dangepaintingand calligraphyWhile within some narratives, audiences
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and markets, handloom weavingpsesentedas a skilled manual prac#i, | show
throughout this thesis how handloom weaving aeobe considered an art or
creative practice, depending on the market or audience. Furthermore, it is the aim
of design education to transform tHeandloom weaers into designers and thus
their practiceinto creative professions while alemsuring weavers are accorded

due recognition by the market, government and the wider public

Thed SNY WAYY2@F A2y Q KI a tdol6gSlgby TunsZalli A |j dzZSR Ay
(2013) in the context of design intervention in namestern countries as part of

development initiatives. Tunstatbmpares such intervention with colonial

LINI OG A OSaA fAfyl ¥$ | AAfES @ BpRISoisFumstallrefers

mainly to interventions that involve attempts to improve or modernise village life,

rather thanattemptsto improve livelihoodgsuch as crafts livelihoods$jiowever,

the discourss in design anthropologgraft anthropologyand global design history

around decolonising design ane-centeringlocal knowledgeare particularly

pertinent to the investigation of artisans becoming designers.

This thesis predominantly deals with inndian in terms of the aesthetics of the

handloom textile Indeed, SKV specifically encouragtidents to innovate within

traditions (Frater, 2014)S YLIK I aAaAy 3 GKIF G WINIRAGA2Y Aa
p. 2)and therefore, students should referenceetihepertoire of patterns and

motifs that make their products distinctly Kachchhi. Howevelso consider the

innovation of the technology used to weave the textile. In Ingidine with

modernist ideals, it was thiwpom technologythat the postindependent

government sought to innovate upon in effoitts increasemanufacturing capacity
ando22aild GKS O2 didgwekksich ideal®gaRovbéen

contradicted by theefforts to preserve traditional craft practiceShetwo

educatia institutes in this study encourage innovatismithin the parameters of
WONFRAGAZ2Y T Q f22Y (S GégidiBmatdrialsi 2 YAy Gl A
aesthetic layout and colouNeverthelessi KS R2 YA Yyl yOS 2F (GKS WKI
handloom can vary and adaptatisin technologycan impact the design arttie

level of certainty of the desired resyye, 1968)while avoiding complete

automation.ly’ OK I LJi SNJ 1 I (1A 29Dy A B6RcEIENH & Yol F, D |
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placement, material and produdbased on the classes taught at the two institutes,
and how weavedesigners are striving to meet the needs of their target markets
while honouring their community traditions. In chapterl@onsiderthe impact of
technology(and the innovation in use gfincludingthe loom, graphing techniques,
the computer and mobile phoneapon roles, hierarchies and knowledge within the
St BSNEQ Qigaw Ypdryahtlir@pabogical studies of technology and skill
(including; Ingold, 2000 and Lemonnier, 1992) to supthos discussion.

Thesefive definitions design, craft, artisan, tradition and innovation have been

widely debated across design history, anthropology and sociological discburse.

this thesis | do not intend to define these terms, rather to addtees contested

YIGdzNE Ay Yeé lylfteéeaira 2F RSaAITYy SRdzOFGA2Y
of the terms‘€raftand Hesigrtand the role titles ofrtisartand Hesignefin craft

development narratives, as well as the coupling of design Withy § SNIISY G A 2y Q
STFF2NI & (G2 WdzZLIX AFGQ 2N WNBOAGSQ GNI RAGAZY
polarisation as well ai; creatinghierarchies between the roles of artisan and

designer. This thesis therefore, adds a new layer to the driisaourse around

Indian craft development as well as craft learnimgconsidering how a formalised

curriculum in design for traditional artisansightaddress or challenge these

dualisms and hierarchies.

1.5 Chapter aitline

This thesis istructured to follow the biography of both the weaver and the
handloom textile, from learning to weave, to learning design, business, navigating
the market, and making employment, artistic or business choices. Beforg that
chapter 2 provides broad contekof handloom weaving and education in India,
drawingupon key literatureand provides a critical framework and contextual
background to this research and the development of design education for artisans.
Chapter3 discusses my methodological choieeslthe rationale behind my
choicesand the importance of positioning and texkivity in the researchAkey

aim of this research is to centralise the voices of the weavers and their accounts,

activelyseeking to avoid th&’ 2 § K SNRA y 3 Q hifies thelliagocclirngdinO 2 Y'Y dz
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previouscraft development narrativesChapter4 sets out the case studies, by
discussinghe background and historgf each education institutas well as
providing a regional context to weavingKachchh and Maheshwar. Chapters 5
and6 areabout learning to weaven both regions interconnected with a
description of the processlrawing upon my own weaving apprenticeship,
observation of others, film documentation and anthropological analyses of craft

learning and embodie@nowledge.

Chapter7 explores the process of learning design through the different classes of
the SKV and THS curriculums. Weavers are taught basic design principles and
colour theory andareintroduced to the aesthetics of the market they are
targeting.Experiments and samples begin to express individual creativity and
exploration of a theme, helpeby close interaction with heritage and the
environment. This practical learning alongside English classes, practising
communication skills through regular mentations and interactions with visitors
and bwers, and eventually at thiiry and exhibition in an urban gallehelps

students develogonfidence andtultural and social capital.

Chapte8S E LJt 2 NB & 3 NI R dzlthé Baikex and $airadless kithek 2 y 2 ¥
weaverdesigner, weaveentrepreneur or master weavePredominant theme
includedeciding on scale of productiothe differences betweenand agency of
technology and labour by ways of meeting market demaanals determining

value, anchow valie is negotiated and renegotiated in changing contexts and

markets Chapter progressegrom the specific decisions around design

production andmarketing andliscusses the ambitions and aspirations of student

and graduataveavers of the two institutefrom a broader view of the handloom
industry, the weaving communities and the education syst€mapter 10

concludes.
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2.1 Introduction

To provide a broad context of handloom weaving and education in India, this chapter
inter-references several areas of scholarly research: 1) Economic and textile history,
including studies of therganisation of handloom production; 2) The influences of colonial
rule, caste and nationalism on handloom production, school education and technical
education for weavers3) Craft development and modernisation in pdstependent India
against both natioalist and global agendas. The latter discourse arose in response to
SO2y2YAO KAAG2NAIYyaQ NBLRNIa 2F GKS RIFYIF3
British machine¥ RS AYA Gl GA2ya 2F €20t LYRAFY S
industrialisation fom a nationalist perspective. These studies were later criticised for
ignoring nuances and localised examples of innovation and adaptation. According to

recent lively debate on craft development since British colonial rule, it has been based on
two confliding premises within an overriding metanarrative of damage to craft industries

by colonial rule: On the one hand, the artisan and the handloom product symbolise
tradition, heritage and national identity, and therefore preservation of their craft can feed
tKS Wyl dA2y It |y R 3f{(adliaf2014, b.tLADS ficother highdyJ (0 K S
6SFOSNE I NB OASHGSR [a WwW2dziY2RSRQ I3l Ayal
Ww202S8S0G4a 2F ¢St T NYMamplipidizSaz@rdaSuddari an@Bik&rE LI 2 A
2012) | demonstrate how such a dichotomy has been derived from a heavily Eurocentric
historical discourse that positions western development atéstre and former colonies

or developing countries at the margins.

¢KAAa OKFLIISNI 6KSNEST2NBE RAaOdzaasSa STF2NIa
OKy2f 23A0Ff WY2RSNYAAlIGA2Yy QX 2NJ Sy 02 dzNJ
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alternative to the degradation caused by such modernisation. Within this polarised

YI NN GAGBST SRdzOF A2y 2inepehdediintig HagBed mastyNI & S
designed to keep weavers weaviagdin their village while teaching new skills angse of

new technologies, a method championed by Gandhi andwedeshcampaigns, to fight

British imperialism and be sedustaining. Furthermore, Dalit activist movements,

specifically those letly anticage activist Bhim Rao Ambedkar resultednoreased

I 00Saa (2 F2NXIf SRdzOFGA2Y FY2y3a 5FfAGA O
to describe historically subjugated castes$ well as positions in governmeithe

structure of this chapter will therefore follow these discourses tdda context within

which design and business education has developed and responded to. Firstly, | give a brief
outline of the origins of weaving in India, which helps to provide a deeper context into the
historical position of weavers in society and hthis continues to influence sonw the

above discourses today.

2.2 Weaving, religion and caste

The earliest written evidence of weaving activity in India appears in religious and

economic texts, which also give us an insight into the contested and cttangi

status of weavers. In the Vedas and Upanishads, spinning and weaving were

appointed a Godike status, and compared through numerous metaphors, to

creation. As Puntambekar and Varadaclfa#i26, p.5y 2 1 S Wi KS eO2y G A y dz
itself and of the human race is compared to the continuity of a-&dllddzy’ 0 KNBE I RQ®
An alternative name for the Hindu God Vishntaistuvardan2 NJ Wg S| gSNR 6 SOl
he is said to havioven the rays of the sun into a garment for him&gbid). The

wordstantu (warp) (which is also where the wotdntragt A G SNJ f f & WiG2 ¢St

derives from), anattu (woof) appear in the Rig VedRamaswamy, 1985, p..1)

-

C. A Bayly1986, p. 294ritess Wi KS y2GA 2y 2F ONBIF A2y A& C
foundation myths of weaving communities which themselves embody a claim for

KAIK adlitdzaQs odzi +Fftaz2 GKFIG GKS adlridza 27
occupation is paradoxicaliselued for providing a basic neddften termed as

seva occupational service or religious dugnd devalued for its impure

associations with agricultural manual labour, whichrfastweavers in rural areas
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has been an additional occupation to weaviAgcording to the laws of Manu,

widely considered to be the origin of the caste system in IAdiaavers were

either considered members of trehudras the lowest group in the fouwarnas or

2dz06AARS 2F OLFLadsS rfft G(23SGKSNY ¢KS& KFER 0o
0SOlIdzaS 2F GKSANI LISNOSAGSR alLkRffdziAy3aés &
| F NA2Fyad OWOKAfRNBY 2F I2RQ0 |yR fFGSNI Y
related toplace of work, market and material specialism. In rural regions weavers

relied on agricultural castes for grains in payment for work, while weavers in urban

areas worked for money (ibid), for the urban bazaar or royalty.

Another reason for the ambiguityfo 6 S SNE Q ail dza Aa GKS O
different societies over whether weaving is considered an art or industry (labour),

a confusion that continues todaghilpais the historical Sanskrit name which

encompasses several crafts, including, accordingisira, sculpture, painting,

GSNNI O20G0F 2N Fye 20GKSNJ I NI (Mighra,Qe09, NS LINS & S
p. 4) Mishra, referring to the writings of Panini, notes that weavers were mostly

known asgrama silpinwhich suggests weaving was consideradtt, occupation

(rather than a skill, craft or art per se). However, in contemporary times, the Shilp

Guru award is the highest award given to master craftspersons by the government

in recognition of inovations and creativity in traditional craft. It is often given to

weavers as well as artisans of other Aextile arts. Theaga silpinwas associated

more closely with the creators of temples or models of idols which gave them a

Godlike status in fasloning religious artefacts, whose creations were permanent.

Cloth on the other hand, is impermanent. In the Rig Veda, the God creator of the

' YAGSNBRS A& | ONXFhayvYSys GKS WHEfYF{SND o
sculptor, a smith, or as a woodcutd 2 NJ O [(D¥aigsry 1983 MiEhvakarma

craftsmenin South RA I = gK2aS WONI T4 | OGABAGASAE | NB
2F ONBFGA2Y FTYR (GKS ALIANRGAZ € dzy A OSNBRSQX

TWeKS a20ALt f23A0 2F OLFLaatsS S@2t @SR Ay 1Ay3IR2Ya A
patriarchs. From the tenth century onwards, many representations of caste hierarchy appear in
epigt LIK& 2F NRe&e&lf dGNryalOdAz2ya IyR LINROt2YIGA2yaqQ o
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(Brouwer, 1995)The name Vishvakarma is often adopted by members of low
castes to raise their status, and irakeshwar there is a family of agricultural

workers turned weavers who have (adopted) the name Vishvakarma.

Another large community of weavers living in Maheshwar is the Muslim Ansari
community, thought to have migrated from Banaras in Uttar Pradesh, evtiere

are large numbers of Ansaris still living and weaving today. The sixteenth century
reveredBhaktipoet Kabir, is believed to have been born into the Julaha (now more
commonly known by the more respected name Ansari) Muslim community of
weavers in Bnaras, and his poetry often referred to the religious significance of
weaving. The following is taken from the first stanzdloé Master Weaver
(Dharwadkar, 2003, p. 110)

Y2dz KI @Sy Qi Lzl T £ SR 2 dzi

Fye 2F (GKS 2SI @SNNDa aSONBGay
it took Him

a mere moment

to stretch out the wholeuniverse

on His loon®

Thebhaktimovement proliferated in the thirteenth to seventeenth centuries and
aimed to spread religious teachings to lower caste communities who had
previously been denied such knowledge under glueukulsystem. It became
particularly popular at the time as the subjugated castes needed strength and
hope when weakened by their oppressive rulé€8sngh, 2006)Furthermore,
bhaktismwas followed by Hindus, Jains and Muslims, and members of both
religions have attempted to claim Kabir as their own because of his contested
origins. This movement then found renewed importance in the emergence of
nationalism and the campaigns for iqzendence at a time when caste divisions
were becoming emphasad according to political and imperial needayly, 1999;
Dirks, 2001) The weaving communities in Maheshwar, Kathahd across India

continue to worship Kabir, and listening to, or singing devotithajansbased on
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YFOANRE LR2SINEB A& (GKS Y2adG 02YY2y T2N¥Y 27
worship Ramdev Pir, another Bhakti saint also worshipped by both Muslims and

Hindus. Small shrines featuring the image of Ambedkar, who could be described as

the twentieth century equivalent to Kabir in his rejection of caste, and

emancipation of oppressed castes, can be found in Kachchh and Maheshwar

2 S| @ &didat@n primarilyinvolved learning their crafinformally within the

family or under an apprenticeship with a master weaver. While occupational

castes, such as weavers, would have largely been denied edu¢étiamar Desai,

20108 ¢S @Ay3 O2YYdzyAGASEA Yl & KIFI@GS KIR Fy
community itself teaching basic reading, writing and arithmé8mgh, 2013)

Furthermore, official schools specifically for oppressed castes were founded as

early as 1852 whedotirao Pule, anitaste campaigner and social reformer

foundedthe first school for Dalits in Maharbsa, the state where Ambedkar was

most active, and which has seen most succes$samprogress of Dalit education

(Zelliot, 2002)

2.3 Village poduction

In Indian villages, crafts communities would settle togetinean area which would

2FGSY 0SS yFYSR FFGSNI GKSANI O2YYdzyAlesx &dzC
Guijarati). Thawyat (sub-caste) orbiradari (community) determined their

occupation(Sahai, 2005, p. 53I)he Vankars (weavers) in Kachchh are acaste

of the Meghwals (Dalits). However, throughout this thesis, | use the term

communityto refer tothe weavers in both Maheshwar and Kachetitich isthe

term the weavers themselves use.

Living closely together secured economic and social networks and gave members a

sense of security and familiarity based on shared cultural identity. It was also

beneficial to share tools, facilities and labour amongst the community to support

SFOK 20KSNIDa ¢2N] RSYlFIyRaod LYy ¢SIF@Ay3a 02V
WAYRAZAGNAI £t AAaSRQ YR NBfAIYG 2y {1 062dzNJ RA
ensures the availability and relidiby of skilled work for master weave(slaynes

E., 2000; De Neve, 2008dditiorally, caste alliance is maintained by arranging
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marriages within the sammeyator jati. For the Vankars in Kachchh, a woman from
a family of active weavers is preferred as a wife so that she can contribute to the
family busines§. However, often if the n& wife does not know weaving, her

husband and idaws will teach her.

Reliance and trust were also extended to neighbouring communities to which

craftspeople had ceremonial, ritual and business ties with. This system is

commonly callegajmaniandhas ben at the centre of a wide range of

anthropological studies of Indian villag&8iser(1936, p. 6)Qefines thejajmani

system as a village network of relations, within which the lower castes were

servants to the higher castes gjmans providing their services and receiving

either money, products or services in retuitheserelations continue from

generation to generation. In Bhujodi village in Kachchh, the Vankars were reliant

on theirjajmans the Rabaris for payment of grains, as well as access to land in

exchange for their woollen cloths or working the land (see chapietdis

collective grouping of occupations within a hierarchical system has been widely

debated in sociological and anthropological discourses, with the work of Louis
Dumont(1981)commonly situated at the centre. Dumont contentiously argued

that hierarchy based on purity and pollution is the overarching basis of Hindu

thought®l Ad (GKS2NE Kl & 0SSy ONRGAOAASR T2N Wi
relations, dismissing the individual agency of Hindus (most strongly by Mattison

Mines),alR LINBaSyGAy3a a20ASidie a adldA0 a2NARS)
I YR | WBayyA899, p. 20Nicholas Dks(2001)and Gloria Goodwin Raheja

(1989)argue that pregérence of community over individualism has been
AONBY3IIKSYSR o0& (K2aS Ay LR2gSNE o6SOFdzasS A
society into clean and unclean castes as well as collection of taxes. At the same

time, the British government associated thenservatism of weavers and the caste

system as being the main cause of resisting innovations in handloom technology by

8 Traditionally across India, brides willgoto liveinhefih 6 38 Q K2 YS @

¢ KS GSNIN& WLIHNAGEQ yR WLRffdziA2yQ KIF @S 6SSy 6AR
Indian caste system. As Bean explgl@81)Y W{ 2YS 2 OO0dzLJ { A ahg'swveecpimgCake | & 0 N
characterised as polluting; important rites of passage, such as birth and death, are reported to be organised
FNRdzy R GKS YIylF3aSYySyid 2F LRfttdziaz2yT O2y Gl Ol 6A0GK
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weavers(McGowan, 2009, p.88) 6 KAt S Al KI & 0SSy gARSte& |
subversion or acquiescence was dependent on what suited their ways of life and

orgarisation of production(Bhattacharya, 1966; Roy, 2002)

2.4 Urban production

Many of the urbanweavingcentresmentionedin Y | dzii Arth@shaStéanancient
politicaland economictreatise, written betweenc.350and275BC continueto thrive
today albeit experiencindgluctuationanddeclineover the lastfew centuries.
KanchipuramMaduraiand Tanjavurare centresin the southmentionedfor their fine
cotton andsilkexports(Ranaswamy,1985,p. 1), and historianshavealsospeculatedhat
Maheshwarwasone of thesebecauséts presumedold nameW a | K Siginfiehtibn@d
(DubeyandJain,1965) A muchwider rangeof literature existson urbantextile production

becauseof its linkswith trade and state or royal patronage.

Organisatiorin productionvariedfrom one regionto another,whichmakesit W R A Ft& A O dzt
providea generalisedaccountof the artisanatein L y” RRoly,ZD07,p. 1). However,| draw
uponstudiesof important weavingcentresother than the regionsat the focusof this
study,for two reasons¥First,thereis along history of migrationof weavers,dependingon
the economicandgeographicatlimate, whichRoyand Hayneg1999)arguestrengthened
the SouthAsianhandloomindustry.Forexample mos of the weaversin Maheshwarhave
ancestorsvho havemigratedfrom Guijarat,Uttar Pradeshand possiblySouthindiawhen
invited by eighteenthcenturyruler QueenAhilyabhaHolkar.More recentlythere has
beenaninflux of weaversfrom Barabankin Uttar Pradeshcomingto Maheshwairfor its
better opportunitiesin handloom.Secondweaverscomefrom all over Indiato The
HandloomSchoolmanyfrom the important handloomclusterswhichare the focusof the

researchl draw upon.

Informer princelystatessuchasMaheshwarin earlymodernand medievallndia,crafts
were stronglypatronisedby the staterulers,andit wasthesepatronswho hadthe
ultimate sayon the styleandaestheticsof the craft productwhichwould either be usedby
the patron him or hersef or gifted to fellow rulers. Thereis awealth of literature which
examineghe politicsandeconomy¢ which craftsplayedanimportant role in ¢ from the

rule of the Delhisultanate(1206- 1526),the Vijayanagar&mpire (13361646)(flourishing
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predomirantly in northern Indiaand southernindiarespectively)andthe MughalEmpire

(15251857),spreadingacrossthe majority of India.

Thisliterature includesrecordsof migrationof weavingcommunitiesseekingoetter
opportunitiesand higherstatus. Thecommunity of Sourashtrasvho were silkweavers,
claimedBrahminstatusuponarrivingin Maduraifrom Gujaratin the earlyseventeenth
century(Roy,1997) Accordingo Roy(2007p. 71) silkkweaverseverywhereenjoyeda
positionof urbanmiddle classmostlikely becausesilk wasof higheraestheticand luxury
value.Silkalsoimbibedritual quality, beingthe preferredfabricfor clothingworn for ritual
andworship(Bayly,1986,p. 289). Migrationto the city andadoptionof silkweaving
thereforeledto the { 2 dzNJ ZH&nskiitibatiofiSrinivas2000) socialmobility by moving
up the ranksof caste.Furthermore,accordingto Roythe SourashtragRoy,1993,p. 105)
are representativeof the communitiesof specialistveaverswhosecraft survived
competitionwith importsandthe increaseof powerloomsand mills, becauseof their high

leve of skillandthe difficulty of imitating their designson machine.

Alongwith wool weavingfor localmarkets,Kachchthasa long history of the weavingof
mashry silkand cotton cloth. Mashruy meaning¥ LJS NJY'ik Airabi§ Wa@wovenfor the
Mughalroyalty andalsotradedto Europe,Chinaand JapanAgrawal 2006,p. 331). Silk
washighlyvaluedby Muslims but sharialaw dictatedthat silk couldnot be worn nextto
the skin,therefore mashry whichwaswovenin satinweavewith silk predominatingthe
surfaceand cotton the reverse allowedthe elite to dressin luxury silkwithout havingit
nextto the skin.Interestinglywhile mostmashruweaversin Kachchthavethe name
Vankar,or accordingto the 1881KachchhGazetteer W + |y tBely dlaEm@ddifferent
origin, that of be kshatriyasdescendant®f W{ | K | &f RdraBicky Y{Sampbell1980).
Thesamegazetteermentionscotton spinnersand weaversof cotton for exportto
Zanzibarput there is no mention of wool weaverslt A & ynfll the 1971gazetteer(Patel,
1971, p. 242) that we seemention of wool weavers.Thescarcementionsof wool weavers
in state or documentaryliterature is likely to be dueto its productionfor localmarkets
rather than for royalty or trade. Tomy knowledge no literature currently existsto suggest
weaversmovedfrom wool to silk. During my own fieldwork, | met aweaverin avillage
nearMandvi(the hometo mostKachchhmashruweavers)vho wasfrom a wool weaving

family and hadlearnt wool weavingearlyon, but later took up work with a mashrumaster
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weaverwhere he quicklylearntthe necessangkills.While mashrugainedpopularity
within localcommunitiesfor both every-dayand ceremonialdress today mostof these
customerschooseimitations madewith polyesteron powerlooms.Additionally,while
developmentnitiativeshaveworkedwith mashruweavers wool weavinghasfound more
success$n urbanandglobalmarkets,andthere is only a smallnumberof mashruweaers
in Kachchhtoday. Thisdemonstratesa distinctturn aroundin the statusandrecognitionof

thesetwo weavingtraditions.

2.5 Muslim weavers

While the caste system originated in Hindu beliefs, similar hierarchies existed in Muslim
society too(Ahmad, 1973)reflecting the fact that many Hindus converted to Islam during
Arab, Turk and Persian invasions. In the central and north eastern provincesastav
Hindus were often employebly higher status Ansari Muslims, considered to be more
skilled(Rai, 2012)However, weavers were not necessarily highly regaatadngst
Muslims(Bayly, 1986, p. 295)ike Hindus, Muslims could elevate their status by moving
into finer cloth. The meaning of the name Momins (another name fwafi weavers),
gK2 O2ydAydzS (2 R2YAYI(0S GKS AYyRdzAGNE A
also took on the namaur-baft WO I LJG dzZNBE 2 F f AIKGE QT f A IKI
Islamic tradition. Yet another name given to Ansaris is Julahash, widely considered to

be a degrading namevas assigned to thosgeaving coarser cloths (ibid).

2.6 Guilds andkarkhanas

In medievaland modernindia,guildswere anotherform of organisinghe productionand
marketingof handloomcloth, andtraining of weaversin urbanareas.While panchayats
(villagecouncils)dealtwith a broadrangeof matterswithin the sub-casteor community,
includingboth socioculturalandeconomic,n guilds,a governmentofficial would deal
only with economicmatters (Sahai2005,p. 541). However,guildsseemedto be more
commonlyassociatedwvith tradersthan artisans.Urbanguildsworkedasanintermediary
betweenthe state andthe marketand craftstraining wasa significantpart of the guilds
alongwith collectiveregulationof product, labour,entrepreneurshipand protection of
propertyrights (Roy,2008b) Themostprominentguildswere the trade guildsof
Ahmedabadvhichincludedseparateguildsfor cotton weaversandsilkweavers,of which

the highlyskilledashavalisariweaversandtraders thoughtto havebeenthe origin of
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Banarasstyles,probablymadeup alargepart. Referringto accountsof Europantravellers
suchasFrancoisBernierand Franciscdelsaertaswell asthe W O 2fdabtibinaryAbulC | 1T f QX
Roynotesthat guildsworkedasW | R 2 tizgnOtiiesipowerfulinstitution,the{ I Ny K| y I Q
(2008,p. 99).1° Not all karkhanas(workshopsor factories)would require guildsasthe
marketwasalreadythere (the royal court). Thegoodsproducedin the karkhanassuchas
shoesarmoury,loomsandtextiles(Verma,1994,p. 3), were predominantlyfor the royal

courtsto usethemselvesor giveasgifts. | found no literature on economyand production

in Maheshwarandsono evidenceof karkhanasexistingthere. However the wealth of

literature on QueenAhilyabaiHolkarasthe patron of handloomsariswhichwere givenas

giftsto other rulers,is mentionedin literature on the queen(for examplein Burway,1922;
andDubeyandJain,1965), and sosuggestshat karkhanasare likelyto haveexisted

during! K A f eruled Thiss@ndeliterature alsosuggestghat Ahilyabaiproduceddesigns
herself,which corroborateswith additionalpreviousreports of karkhanasportrayingthe
particularruler asarbiter of taste, especiallywhenthey had enthusiasnfor crafts,one

notable examplebeingEmperorAkbar.Theartisanon the other hand,would only be
recognisedor hiscraftsmanshipTheemployeesof karkhanasvere more skilledand

financiallybetter off than the bazaarartisan(Roy,2008,p. 100).

Duringthe heightof Mughalarts and crafts patronage karkhanaworkersenjoyedseveral
privilegesand securityin the job, and childrenof artisanswere guaranteedajob when
they reachedthe appropriateage(Verma,1994 p.3). Vermadoesnot gointo detail about
how artisanswere trained in the workshopsbut suggestghey would havelearnedwithin
the traditional family apprenticeshipsystem(ibid, p. 130). Textileswere highin demand
amongstthe highsociety,andthe MughalEmperorsheld reverenceandvaluein cloth and
decorativearts. Wearinga luxury cloth suchasthe Kashmirshawlwasconsidereda symbol
of prestige(Verma,1994p. 64). A shawlor other luxury cloth would form part of the khilat
6 WNd i Sy zirdakabic)whichwaspresentedby the MughalPadsha Emperor)Cohn

10 According to Vermél994 p. 7), karkhanagworkshops or factories) emerged in Persia in the twelfth
century in a rudimentary form under the Ghaznavids, and expanded into an organised industry during the
16" to 17" centuries. Verma goes oo say available evidence shows that the fiatkhanasn India

developed under the Delhi Sultanate and were probably based on those in Persia, although their earlier
existence in India cannot be ruled out.
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S.,1989,p. 313), to a subordinatesubjectby wayof W S T T $i€iicargbetionof the
subjectinto the NJzf & NRBagy,1986,p. 288, citing Cohn)

Thenumberof royalkarkhanasdecreasediuring! dzNJ- y FeigiBaaddid not improve

until hisa dzO O S r@ign&(Xekm@,1994,p. 43). Fromthe seventeenthcentury,asthe
Europeandegantradingin India,they beganto take control of karkhanas. Earlyattempts

by the Englishin developingsilkkarkhanasat Patna(1681-21) were not very profitable.
Wround1900,royal karkhanasaffiliated to regionalcourtsstill existed,but they were not

the principalemployersof skilledartisansof the townscibid, p. 104).Thel I NJ KI y I R N
role changedalso.In North India, the karkhanadarmbecamea masterrather than the
workshopowner andadministrator,asin Mughaltimes. In the rest of India,the

karkhanadaremainedthe owner andwould hire a master.

As | demonstrate in chapter 4, the decline in royal patronage in Maheshwar led to a

decline in the industry as a whole. The organisation in the town today involves several
workshops in varying sizes that could be considered to resekankhanash y ! KA f € 0
period, following revival of the industry. However, they are likely to take diffarent

kind of organisation when working for different markets. Masggtisan collectives have

also existed in Maheshwar, another example of the organisation of craftspeople in
nineteenth century India, along with the Ahmedabad guilds, artisan patsaand

merchant communitie§Roy,2008, p. 103)

Master weaver

Space, loom, raw Sells / delivers
materials, wages* goods
Places
order,
Finished specifies
product”® design”
Weaver Merchant / buyer

Figure2.1 A SN NOKeé 2F NBfl A2y aKALA oWLMzi (A y Pate, @08 a e a
p. 113)
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2.7 Weaver, master weaver and merchant relations

Upuntil the presentday, definitionsof the variousrolesin the handloomindustryare
complexandmayvaryfrom oneregionto another.Anindividualcouldalsoassumeseveral
rolesin the industryduring hisor her career.Thesemightinvolvemajdori(labourer),
karigar (artisan),masterweaveror trader. Furthermore the divisionof labour, and nature
of relationshipsbetweenthe weaverandtrader or merchant,andthat of the master
weaverandlaboureror W22 $ | Za& bplexand vary acrosddifferent handloom
clustersin India. Caste economy trade and political rule, most notablythe rise of British
colonialpower, haveall beeninfluencingfactorson labour structures.Eventoday, as
arguedby Mohsini(2016) the role of the artisanand masterartisanhasbeengeneralised
in craft developmentliterature, likely to be influencedby the discoursethat generalises
the declineof craftsin Indiain writings by economichistoriansand nationalistsincluding
KarlMarx, RomeshChundurDutt, DadabhalNairoji, MahadevGovindRanadeand others
(Roy,2007,p. 67). Within this generalisatiorof declineliesthe notion that the artisanwas
impoverishedand alwaysexploitedby the masterartisan or merchant,whichdid indeed

exist,but doesnot constitutethe completestory.

Inthe late medievalperiod, weaverswere polarisedinto two maincategories master
weavers who ownedmanylooms(in somecasesup to 100)and¥ O 2 2 theabaur@s
who workedon thoselooms.Masterweaverscontinuedto operatein the seventeenth
andeighteenthcenturiesand exertedmore power and control over their coolieweavers.
Themajority of coolieweaversownedat leastone loom, but no more thantwo
(Parthasarathi2001,p. 15). Thiswould be the casefor villageweaverstoo who were
connectedwith trade viaa chainof intermediaries(Riello,2013,p. 63). Thenumberof
intermediariesincreasedwith the expansiorof the EastindiaCompanyat which point
weavergpositionsworsenedasbalancef power betweenmerchantsand weaverswere
reversed(Roy,1993;Parthasarathi2001,p. 26). Therise of the W LJdzdout& ¥ A th&sY Q
beenlargelyattributed to the increasein Europearpresencewhich involvedthe
merchantssupplyingthe weaverwith yarn, specifyinghe designsandsellingon to the
trader (Roy,1993,p. 206). It isunlikelythat weaversin Kachchhwere part of thesechains
asthey producedmainlyfor neighbouringclientsandin the home. Therefore there would

not necessarihlhavebeenW Y I 363 NIGbItH tie capitalistled economynot having
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reachedKachchtyet, andthus Kachchiweaverswere likelyto havemaintainedlevelsof
independencehat weaversin urban areasandin clustersworkingunderthe clutchesof

merchants hadlost.

Accordingo DubeyandJain(1965) weaversin Maheshwarbecamesubjectto the
putting-out systemin the earlytwentieth centurywhenthe industrywassuffering.
Weaverspurchased-aw materialfrom Baniaor Boharamerchantcasteswho forced
weaversto selltheir productsat fixed prices,thus resultingin weaversreceivinglow wages
andmerchantsreceivinghigh profits. Weaversbecametied to thesetradersacrossndia,
largelydue of the introduction of mill-spunyarnfrom Britainand syntheticdyesfrom the
nineteenthcenturyonwards(Harnetty,1991,p. 466). Theg S | @ @IN&c&dn master
weaversfor designswvhich| discussn chapter7, continuestoday. Further,increasing
specialisationn productionled to the proliferation of castes‘Bocialor castetraditions
(andthe ruling class)reventeddiversityin organisationby tying the artisansto alower
socialandeconomici G I (Vea®al994,p. 112) Thiswasparticularlyprevalentin the
Banarasveaving industryasoutlined by KumarRai(2012)and Basole(2014) who note
the rigid structure of specialisatiorwithin the weavingprocessand heavyrelianceon the

nagshabandgpattern makers)or the designs

In attempts to setweaversfree from the clutchesof merchants the governmentmade
efforts to reform collectivecraft production,paradoxicallyjookingto the future, giving
backg S | Gifdéesitlenceandthe pastattemptingto restoreidealsof past
harmonpbuscommunityproduction(McGowan2009,p. 139). Thisoccurredin the form of
cooperativesocietieswhichwere setup in handloomclustersacrossndiaasearlyas1906
(Roy, 1993,p. 176). Theaimwasfor the individualweaverto work independentlyon the
actualweaving,andthat preparatorytaskslike spinning beamingandsizingwarps,and
calendaringfinishingand marketingcouldbe done collectively(McGowan2009,p. 141).
Cooperativesvould further enablethe W LJ2 2of ilfoynihtion andfundsto access
marketsandinvestin more efficienti S O K y 2 (big, @ 439)&6wever the
cooperativesachievedimited successWhile they succeededn freeingartisansfrom the
W {i af Biddlemenand moneylendersthey tied membersinto new forms of economic
dependencdo the societyA (i &(MdGad@r2009,p. 145) Cooperativeseducedr NI A & | Y 3

flexibility andlimited their freedomto seekviablemarketsandadjustproduction.
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Accordingo RoyW athée mid-1930s the percentageof weaversin cooperativesvasstill
small,and mortality of societiesK A FROW1993,p. 178). By1940in Bombaystate, only
one percentof weaversworkedin cooperativeswhile 54 workedin factories,24 on
contractand 21 were independent.Thesenumbersvariedacrosddifferent regions,but
overallthe numbersworkingin cooperativesvere the lowest(ibid, p 179).The
cooperativesn Maheshwarprovidean exampleof the fluctuationsof succes®f

cooperativesocietiesin rural industrieswhichis discussedn greaterdepth in chapter4.

2.8 Wlonial art and industrial schools

Much of the fate of the handloom industry has been attributed to the contradicting ideals
held by both the British and independent Indian governments. Efforts to develop and
support the industry involved simultaneously attempting to modernise industriels an
preserve traditional South Asian arts, positioning Indian crafts as diametrically opposite to
modern (European) technologies. These contradictory ideals are widely apparent in the
trajectories of British colonial education, exhibition and display. ThesBischools which
LINEf AFSNIGSR AY LYRAF FTFGSNI mTho 6KSYy GKS
would sway in their favour of teaching in the vernacular or English and focusing on oriental
or western style teachingDewan, 2001)Gradually, indigenous, traditional structures

were abandoned in favour of western curriculums that would create new claasds

graduates that would serve the needs of the Brit{Singh, 2013Balaram, 2005)This was
AYAOGALFOSR YR FT2NXYIfAASR o0& al OldzZ Q& aAh
of English language across India as well as atathnal instruction to be transmitted in
English. At this point, despite opposition from Asiatic societies, education became one of
several means by which colonial powers soughmniintainand grengthen their authority

over the culture they wereuling. The development of art education ran along a similar

vein.

The Great Exhibition of 1851, followed by a series of-effsnin Europe and India,

included displays of new textile and agricultural machinery alongside examples of craft
pieces considerto epitomise traditional India. The exhibitions alongdiake British
32OSNYYSYyiQa NAI2NRdza OSyadzaSaz 2FFAOAL

examples of the British preoccupation with collection, documentation and display to know
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and understad the people they were rulin{Breckenridge, 1989Along with
NBEO]TSYNARISQa ¢2N] =X UGUKSNB Aa | goBlfaGK 27

romanticism and objectification of artisans, their labour and craft in colonial exhibitions, as

well as simultaneously confining artisans to the peripheries of industrial mod€faity

example, Kriegel, 2007; Mathur, 2007; McGowan, 20B8}h exhibitions and education

fa2 | 84SNISRATBKGEA I9SA 18N00F NI NA 2y 2F WTAYS

I NI aQo

hgSy W2YySaQ WDNIYYIFNI 2F hNYIFYSYydQ Llzof Aack
O2y UNAROGdzIA2Yy&aé 2F RSO2NI GAQGS | NIa FTNRBY Ly
(Mathur, 2007) It served as a key manual in Britesid Indian art schools to show

SEI YL S& 2T YpBige PormR fBoin vilcy students could copy. While art
schools in Britain looked to India for examples of fine craftsmandhi® Indian art

schools aimed to teach students about Europeandasthile also maintaining and

preserving traditional South Asian forne focus on drawing artchining students to be

of immediate use to industry, which had been the key aims of the School of Design

founded by Henry Cole in 188vlacCarthy, 197, p. 17 Kriegel, 2007, p.2ps well as

teaching drawing as a means of social reform also became central to curriculums in the
Indian art school¢Dewan, 2001, p. 124icGowan, 2009, p. 164iHenry Cole later

founded the South Kensington Museum in 1857 which became a repository for many of

the objects from the Great Exhibition, and to inspire students in the recently formed

design institutions.

¢ KS T A NA G ooMos/StavaseNdpli@hediiORUne by Sir Charles Malet in 1798
before the establishment of Art and Design schools in London, and was followed by a

series of institutions in Calcutta, Madras, Bombay and Lafiaspor, 1980Miitter,

11 This was at the time of the burgeoning Artsda@rafts movement, which developed out of the writings of
Ruskin and Pugin and of which William Morris was the central figure. The artists, writers, critics and social
activists involved in the movement, argued that mechanical production wasidenisingand unsatisfying
andcampaigned to the government for education based on the medieval guild syStermovement
NE2SOGSR WO2YLISGAGAGBS OFLAGEFEEAEZGAO O2YYSNODSQ | yR
Wi 1 AT GF dif v R QibBkitigi K Z%)T e anbv@ment also looked to the medieval period as inspiration
F2NJ RSaArAdys aSS1Ay3 | NBGdzNYy G2 WaAYLIX AOAGes aAiayo
4dzZA3SaGABS &adzaNFIF OS RSO2NI (AeGhthhp2R). aAYLE S O2yadNHzO
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1992). A combination of industrial training and fine art was common in the first schools

such as the Madras School of Art under the leadership of Alexander Hireesan, 2001,

p. 32) Howevertowards the end ofhe nineteenthcentury, an institutionalised
distinctiondevelopedd S 6 SSy GKS WRSO2NI A GS INIaQ 2y
R2YIFIAY 2F (GKS LYRAIFIY ON}XFTOaAYlIYZXZ YR GKS U
western training in painting or sculpture. This was exemplified in the JJ School of Art
removing the v NR WA Yy Rdza (i (\Mit€, 1994.p. ¥3) Wheri E.BiHanelf b§came
principal of the Madras School of Art, where he served from 1884 to 1892, he replaced
examples of European imagery as teaching aidserdtwing classes, with indigenous

styles.A similar move was made by Lockwood Kipling when he was principal at the Mayo
School of Art in Lahore, from 1875 to 1893, both inspired by the ideals of the arts and

crafts movemen{Dewan, 2001, McGowan, 2009, p. 117)

Specialised industrial schools which first formed in the 1850s, aimed both to teach new
G§SOKy 2t 23ASa ilitgfaie, M2 BRI NIOA K Joeyofite Milird & | v &
LINE R dz@ithduZeBcburagfing them to aspiretongny Rdza G NA | £ SYLJX 28V
(McGowan, 2009, p. 154he Bombay School of Industry (later named the David Sassoon
Industrial Reformatory Institution) (ibid), and Kala Bhavan in Baroda, theléwf which,

T.K Gajjar had been inspired by the Baroda exhibition of 1881, trained students in modern
technology to work in the mills that began emerging in the 1880shta, 1992)

McGowan and Habib argue that the institutes transformed traditional artisans into

modern technicians. But the students of thegestitutes comprised only a small number of
artisanst? which historians put down to the followinghe high costs of the institute; the

entry requirement of a certain level of literacy; artisans preferring traditional
apprenticeship systemsand®2 NJ Ay I O0O2NRIyOS gAGK (KS
2T GUKS O2YYdzyAldeQT 2NJ I RSaANB G2 Saol LS
low status(McGowan, 2009 ehta, 1992;Raina and Irfan Habib, 2009)he latter view

was held by manyfdhe artisans who did attend the institutes, because they believed that

they could gain literacy skills and go on to get government or clerica(M&Sowan,

12 McGowan(2009, p.158)cites the Dawar School which openedLB73 in the Bombay Presidency as an
example. Out of 36 boys only five were officially of artisan or carpenter castes, and the rest were East
Indians, Rajputs, chitragars (painters), Hindus of other castes and Muslims.
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2009, p.162)While fine art schools failed to attract traditional craftspeople, due to high

costs and separation fromaening in the domestic sphei@litter, 1994; Dewan, 2001;
McGowan, 2009; Kantawala, 201#)dustrial schools in the late nineteenth century were

more successful than art schools, despite widespread criticism and low success rates.
Edward S Cook 014, p26)> ¢gNARGS& GKFG I NIAalya Ay W)
2F . NAGAAK YR f20Fftfteé NMYzy SRdzOFdA2y | yR
GKS . NAGAEAK FY20KSNJ YIENJSGE FyR 2yS GKI
Jaipur Schaol of Art was founded in 1866 by the Maharajas Ram Singh Il and Sawai Madho
{AY3K LL YR t20Frf FTRYAYAAGNI 02NBX F2if20
Industrial Arts. Artisans were also actively engaged in the policy, and even controlled the
British market for blue pottery of Jaipur which combined local and Chinese styles adapted
for European tastes. This example gives evidence of the agency of artisans, in adapting and

adopting styles to stay competitive in the market.

After 1901whena surveyhad beenconductedof the industriald O K 2pfofrés€cross
India,a commoneducationsystemthat couldreshapeall schoolsacrossdndiawascalled
for by the then ViceroyLordCurzonIn the discussionsegardinghow this educaion
shouldbe shapedone overallagreementwasthat literacyinstructionshouldbe left out of
artisanaleducation,becausedt wasleadingto boysleavingtheir crafts(McGowan 2003, p.
162). Runningn the sameveinasthe schoolcurriculummentionedabove,the exemption
of literacyinstructionin technicalschoolsenabledthe colonialgovernmentto divide
societyin accordancevith economicand politicalneeds,in a similarway that it

emphasisecdastedivisions.

2.9 The discourse of decline in handloom

Therewere severalreasondor the declinein handloomcloth productionanddomestic
marketsfrom 1800onwards.Thesencludedthe expansiorof Britishrule, the endingof
the Eastindia/ 2 Y LJI tyta@efanopolyin 1813,the eradicationof internaltrade duties
between1844and1848,changesn fashion,the expansiornf communicationsbuildingof
railways(whichmeantimports couldreachinternaltowns),andthe dissipationof Mughal
rule andthe princelystateswith their patronage(Harnetty,1991,p. 143, Parthasarathi,

2001, Subramanian2009) A further reasonfor declinewasthe mechanisatiorof various
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stagesof textile productionsuchasspinningand ginning,andthe importation of chemical
dyesfrom Europeruling out the needfor vegetabledyesfrom the commercialkcrop
producer,causinga radicalaltering of the structureof the textile industryasawhole
(Wendt,2009) Wendtarguesthesefactorshavelargelybeenleft out of previoushistories
of the declineof handloom.Despitethe threatsto handloomproduction,RoyandHaynes
arguethat the picture wasmore nuancedthan that createdby the nationalistsand
economichistorianswho usedthe destructionof L Y R ihdigénéustextile industryby the
Britishasone of the mainargumentsagainstBritishrule andwhile campaignindor
independenceThesenarrativestendedto W 3 NRaddwkaversof all typesof cloth
together, providinga generalisecargumentfor the declineof cl2 {i (R6Y,2007p. 67). Roy
andHayneq1996)andHarnetty(1991,p. 463)argueon the other hand,that coarsecloth
did well in localmarkets,while specialisedilk with decomative dobbybordertechniques
that couldonly be producedon a handloom, faredwell in the highrend urbanmarkets.
Thissuggestghat weaversin Kachchrand Maheshwarwere lessaffectedby the threats
listed above.Weavingwasnot the soleform of incomefor the Vankarsan Kachchhrather
asupplementto agriculture,andundertakenwhenitemswere requiredby localclients.In
Maheshwarproductionwasmostly affectedby the declineof patronageandthe
introduction of syntheticdyeswhichlocalproducershad difficulty achievingfast colours

with.

In terms of the consumemarket, womencontinuedto prefer highlydecorativesarisonly
achievableon the handloom.While someHindumen continuedto wearuncutgarments,
manymen, particularlyMuslims preferredwesternor traditional Indiancut garments the
fabricfor whichwasproducedin mills. Thehandloomsectormaintaineda marketshareof
roughlyone quarterof L y* R dldth@asumptionaslate asthe mid-1920s(Haynes1996)
while becomngincreasinglydependenton merchantcapitalists who benefitted by
gainingaccesgo raw materialsand distantmarketsviathe importsfrom the westas

mentionedabove.

Thesignificantdrop in imports of raw materialsduringthe interwar period, aswell asthe
increasein powerloomsand mills further affectedthe industryandforcedlarge swathesof
weaversinto areassuchasthe prominenthandloomcentresof Uttar PradeshAndhra

Pradeshandthe growingindustrialisingregionsof Gujarat.Theindustrialisationof cloth
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productionin Indiatook two forms: conversionof handloomweaversto decentralised,
informal powerloomunits, andthe settingup of mills, mostnotablyin Ahmedabacand

Bombayby wealthy merchantcapitalistsnot from weavingbackgroundgHaynes2001)

2.10 Swadeshi and revival

Thegrowth of L ¥ R ihdusirialisatiorwashappeningat the sametime asthe nationalist
movementwasin full swing®* WhileD | Y RdwAd@shimovement,whichcampaignedor
the makingandwearing of khadi(cloth handwovenfrom handspunyarn),wasa big part

of the nationaliststrategy,nationalismwasalsoanimpetusto industrialgrowth, which
waschampionedoy the new PrimeMinister of independentindia,Jawahalal Nehru
(Leadbeater1993) Themill owners,who belongedto wealthy communitiessuchasParsis
andJainswere not from textile backgroundsand hadlittle understandingofthe O 2 dzy G NEB Q
textile history (Leadbeater1993,p. 18). Theywere initially scepticalof the swadeshi
movementbut whenthey couldseeprofit from it, tried to control it (ibid),** evenimitating
khadicloth andthus contradictingthe essenceof D | Y Rifténtiba of khadiasa tool for
selfsufficiencyto be madein the home (Bayly,1986,p. 134). b S K Nitx€2enistand
socialistidealsshared¥ Heepcommitmentto the centrali®ed, urbanindustrialY 2 RS f Q
(GovinduandMalghan,2016,p. 98), in that capitalistindustriessuchasmills
simultaneouslygeneratedemploymentand supportedthe economicdevelopment of the

country.

According to the Indian government, at the time of independence there were three million
KFIyRt22Ya Ay LYRAIFIZ Yzadte 2F WLR2NJ ljdzr £ A
2NBI YAASR YI NJ] S¥ThemBw dowemivdnthahdabir el adapidiar ®

13 Theswadeshimovement originated il KS S+ NI & GsSydASGIK OSylGdzaNE Ay
RSOAaA2Y (2 LI Nvadi 2003¢iting Sakar, LINIEghaihyaddpt@d the movement for his

own purposes and positiongchadill & G KS OSyidNB=Z Fa || a&vozft 2F yIldA
promoted simplicity, selfeliance R LI@NBaivan(P003p. 359 | yR | LRt AGAOLE |y
the values he held dear, all of the achievements of village India in terms of simplicity, cooperation and local
seltreliance, were embedded i K | (Ri#l, Q. 365).

14 The Sarabhaiwere one of three pioneering mill owning families (the others being the Lalbhais and
Mangaldasind were close allies of Gandhi.

15 Government of India Press Information Burdao date)Handloms in the Last Five Decadesilable at;
http://pib.nic.in/feature/feyr98/fe1298/f1712981.htm[Accessed 7 June 2017].
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strategies were firmly based on the premise that the British government had severely
RFYIF3ISR GKS KFIyRf22Y YR KFEYRAONI ¥ Ay Rdz
LINE BARSR I WoNBIFI]{0KNRddZZAIKQ Ay NBGAGAY I (KS

Thestrategieswere further basedon a belief that economicproductivity andexpansion
are achievedn the modernsector,andthat the traditionala S O (niNd@\iantagewvas
employmentgeneration(Mukundand Sundari2001) J.CKumarappavasco-founderwith
Gandhiof the All IndiaVillageand IndustriesAssociatior(AlIVIA) which later became
knownasTheKhadiVillagelndustriesCommissiorfKVICywith anaimto revive
decentralisedrural employment.Accordingo Govinduand Malghan(2016,p. 77), the
responsibilityof supportng theseindustrieswasplacedon the nationalistsbecauseof an
absenceof governmentsupport,andbecausat wentin line with the swadeshprinciples,
that of not only boycottingforeigngoods,but also%lsa meansof selfreliancein moral

i S Nahaofrrastto the other initiativesto revivecraftsthat were concernedwith
aestheticsandtheir W dzii K S(geéskaiondil®) Wumarapparguedfor affordable
locallyproducedgoodsfor localconsumptionrather than curio for exportor luxury
markets,whichmeantrelianceon middlemen,despiteluxuryfabricsfaring better than

everydaycloth, asmentionedabove.

The! L + kttat®gieswere emblematicof b S K Nutxdeénistideals while alsoresembling
the colonialtechnicaleducation,introducingnew technologiego increaseefficiencyand
employment.Theambarcharkhawhichwasintroducedby the Britishandallowedfor
severalspoolsof raw yarnto be spunat atime usinga hand-crankedlever,was
championedby Gandhiand Kumarappand continuesto be widely usedby the KVIC
today. TheKVIGmploysmainlywomenfrom non-weavingbackgroundgo usethe foot-
operatedhattersleyloomsandambarcharkhasn centralisedworkshopsaswell as
commissioningvork out to traditional andfirst-generationweaversin their homes.This
strategy,while providing® O f Sanghtndi@munerativeemploymentthan the
alternativefor manyrural womenc¢ agriculturallabour ¢ potentially reducesor
standardiseghe skillsof traditional weavers Further,KVIChasa stringenthold on the

khaditrademarkandrestrictsother commercialentities from usingthe labellingwithout
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receivingapprovalfrom the KVICis While Gandhipromotedthe useof the ambarcharkhg

the lackof contactbetweenthe yarnandthe hand,andthe simplifiedprocessof simply

turning a handle,hascausedJainto questionthe processasW K |-ay1Rdigh8lImngit W1j dzl & A
A Y R dzi\Madi#lek201G).While WomenWeavethe charitabletrust in Maheshwar use
yarnspunon the ambarcharkha thesefabricsare only labelledashandwoven Goldsmith

hastermed this fabric\Haya] K | (BekcRapter4).

2.11 Educational reform

Education was also a key aspect of mamadeshY SYo SNA Q O YLI A-3yax
known being Rabindranath Tagore who established the school Santiniketan in Bengal in
1905. The aims dantiniketarwere to decentralise education and make it relevant to the
a0dzRSy(iaqQ 20t Odz ofteplessiorfVikhedigeA97@NI IS T NB
{FYyiGAYyA1Sily O2ylGAydzSa G2 FdzyOlAz2y G2RI &=Z
SRAzOlF GA2y > RSALAGS LREAGAOFE YR SRdzOF GA2
Rl 32LJ fF OKFNR K2 adzZ3aSaGdSR St SYSyidl NB S
days a week and two days a week devoted to family apprenticeship, as well as for crafts to
be introduced in formal educatiofBakshi, 1990)Another is JP Naik who drew heavily
dzLI2y DI YRKA Q& OF ff F2N UKS SFH0Na0AA22YS R A& Ui
a20AS08Q GKI G ¢2dzZ R 0 inSdgnkal, ldaknMgsirstheledvicdSndent 2 F
one grows up in, noffiormal, described as an apprenticestsfyle learning, and formal
schooling(Singh, 2013y wl 2F 32 LJ f F OKIF NAQa I yR bl Al Qa ¢
the Congress government at the time, ath@ education system continued much in the

same vein as it had during British rglkeumar Desai, 201&ingh, 2013)

While colonialschoolcurriculumswhichwere basedaroundrote learning,remained
largelyunchangedthey becameincreasinglyaccessibléo low-statuscommunities.
Ambedkarcampaignedor increasedormal educationopportunitiesfor Dalitsaswell as

placesin politics. Thisled to the devisingof a schemeof reservationgor scheduledcastes

16 An example of these restrictions in practice has been the recent file the KVIC has raised against Fabindia
for allegedly selling factomnade cotton garments under the guiseldfadi
https://economictimes.indiatimes.com/industry/coRgroducts/garments/ -textiles/khadtasksover-200-
entities-not-to-use-terms-suchashandwovenwithout-nod/articleshow/64690766.cms
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andtribesi7in 1943,althoughthis wasnot fully implementeduntil 1950,with 8.3 per cent
of placesin educationandthe governmentreservedfor thesegroups.Concurrentlyduring
19489 postmatric scholarshipsvere givento scheduledcastesandtribes (Chanana,
1993).However the inability of formal schoolsto shedtheir colonialinfluence,both in its
curriculumandgearingscheduledcastesowards jobsin the government,madeit
irrelevantto the contextof mostscheduledcastesandtribes,andhasproducedthousands
more graduatesthan there are spacesn government(Singh,2013;Basole2018. It has
further beenwidely arguedthat the reservationsystemhasaccentuatedsociceconomic

inequalities(Pinto,2002)

In 2009,free and compulsorybasiceducationuntil the ageof fourteen becamea
constitutionalright for all Indiancitizens althoughthis hasbeendifficult to achievein a
countrywith a populationof over one billion. Whileliteracyin Indiahasincreasedwith
eachcensusjt today standsat a depressinglyow overallrate of 74 per cent, 18 per cent
lowerthanL Yy R thucl3@allerislandneighbour,SriLankawhich hassignificantlyfewer
resourcesTobe considered¥ f A (i &bhrdingd ThE 2011censusi® a personagedseven
or abovemustbe ableto readandwrite with understandingn anylanguageWhile basic
literacyand numeracycanincreasefreedomsand capabilitiesof weavers(Sen,1999) such
aswriting receiptsand managingaccountsby way of avoidingmasterweavers£)
exploitation(noted by Kumarin her study of educationof Banarasiveavers,2000) such
surveysof literacydo not ascertainthe standardof educationandits contentin relationto
the sociocultural contextof weaversandweavingknowledgeand skill. Furthermore there
are increasinghumbersof weaversattendingfurther or highereducation,andthe higher
levelof educationa weaverreceiveshe more likelyhe isto leavehiscraft, althoughthe

chancef receivingthe desiredjob are often low.t° Thereservationssystemhasalso

17 These termsvere introduced by the new government by way of classifyingdtatus groups alongside
the introduction of the reservation systermhe Scheduled Castes and Tribes constitute 16.6 percent and 8.6
percent of the Indian populatiorespectivey.

18 Census of India 201Literacy in Indigonline]. Available athttps://www.census2011.co.in/literacy.php
[Accessed 18 December 2011].

19 Evidenced by primary data which will be discussed in more detail in chapter 9 in relation to the ambitions
and aspirations of weavers in Kachchh and Maheshwar, as well as in literature on communities of Dalits in
other regions ofndia(Jeffrey, Jeffery and Jeffery, 2004)
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causedcynicismand protestsamongcommunitiesthat are positionedbetweenscheduled

castesand Brahminswho in turn feel marginalisedBasole 2018).

2.12 Government development initiatives for weavers

TheAlVIAwasone of severalmajor governmentinitiativesto rehabilitate craftsin the
earlyto mid-twentieth century,andwhichparticularlyproliferated after independencen
1947aspartof L Y RW Y Q &uilldingLINE 2Theé3dénSubledtechnicaleducation
(particularlyfor weavers)marketingsupport,cooperativesretailing, exhibitionsand

museumsanddesignintervention.

2.12.1 Technical @ucation

While formal schooling appeals to weavers and other artisans as an escape from their
traditionally devalued occupations and marginalised stat{&esnar, 2000; DeNicola and
DeNicola, 2012echnical education and skills development continue to form key policies

of the postindependent government in supporting economic development. Former Prime
Minister Manmohan SinghJN2 L)2 aSR AY HnncX (2 AYyONBI as
to 500 million by 2022King, 2012)by way of organising the unorganissector that

employs up to 94 per cent of the national workfordédwe policies were generated under

the Ministryof Human Resources as well as the Ministry of Labour and Employareht
involved creating pathways to paesecondary and higher educationasll as securing job
2L NI dzy AGASE F2N) Wmpn YAtfEA2Yy &addzRRSyidaQ
well as skill development in the labour for€&ingh, 2012, p. 18{ncluding the crafts

industry). King2012)and Singl{2012)have highlighted the shortfalls in these policies,
largely the government not recognising skills gained infornf@i8ingh further suggests

that the low irtake in many of the programmes is dueltoy RA | y & 2s@idibgi @ Qa  f
prejudice against manual work. She illustrates her point by giving an example in Tamil

Naduwherea/ S RdzOF GA 2y f NHzNF f OdzZNNRK Odzt dzy OF f ¢

20 According taSingh (20129nly 10% of the Indian labour force has acquired vocational skills, which King
(2012)arguesh & o0l aSR 2y adaNBSea R2yS (KIG 2yfteé NBO23AyAa
Further, those who have learnt skills informally are more likely teagpce difficulty moving into formal
LINEINF YYSad W dzNNByiGfte GKSNB NS fAYAGSR YSOKIFYyAaZ
formal institutional settings. The unorganised sector, both rural and urban, employs up to 94% of the

national workforce. But most of the training programmes cater to the organised ségiogh, 2012)
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duetonoRSYlF YR YR Wo0SOlIdzasS AG 61 a GASHESR I 3
RSaA3IYySR (2 1SSLI 0KS dzy RSNLINAGAt SASR | gl &
(Singh, 2012, p.20%) ¢ KA a &adza3dsSaida az20ASGeQa LINB2dzR/
manual workers (&erm which constitutes several different roles), and hierarchies of

formal and informal knowledge whereby only formal schooling and the jobs it results in,

are valued.

Additional criticisms of both the skill development scheme and the reservations system

that students are expected to reach a certain standard at secondary level, which many
students experience difficulty in, because of poor quality teaching. At the time of writing,
{AYy3IK y20iSa 2yte FAFGSSY LISNJ O$ablé (bel,p. LYRA
190).Basole, who has written on the handloom industry in Bandiads(i K & WA Yy (K
twenty-first century, our skilled, uneducated workforce is being replaced by unskilled,
SRdzOF G§SR ¢2N] SNEZQ YR (UKS | yagSKBasola, y2i
2018).

2.12.2 Weavers Service Centres

TheWeaversServiceCentres(WSC)priginallynamedHandloomDesignCentreswere
foundedby PupulJayakarchairpersorof the All IndiaHandlooms$Boarc:1in 1956.The
first centresopenedin Mumbai, ChennaandVaranasin 1956and subsequentlythey
spreadto weavingclustersall overthe countryandcurrentlynumber28. Thecentreslater
cameunderthe Officeof the DevelopmentCommissione(Handlooms)DCH)setupin
1976.Thethree mainactivitiescoordinatedby the centresare design,technicaltraining
anddyeing.Fewaccuratesurveyshavebeenconductedon WSCdby the governmentto
determinetheir impact(althoughpersonalcommunicationwith AdditionalDevelopment
Commissionef(Handlooms)n September2016,indicatesa formal evaluationprocessvas

underwayat the time).

21 pupul Jayakaalso developed the idea fdhe Indian Institutes of Handloom Technology (IIH{s),

Handloom and Handicraft Export Corporation, and was heavily involved in developing the National Institute
of Design (NID). In 1984 she was instrumental #oamding the Indian National Trust for Art and Cultural
Heritage (INTACH), and almost sima#ausly the National Institute of Technology (NIFT) feased (Sethi,
2016).
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Othergovernmentinitiativesto protect and preservehandloomand craftsincludethe
Geographicalndication(Gly2 whichwasintroducedin 1999with the aimto protect crafts
basedon their regionof W 2 NJrainfefnQcopiedeither outsideof the region,or from
machinesBoth handloompracticesin this thesishaveGlstatus.Thereare two contending
facetsto the Glwhichhavecreateddebateamongstboth academiccriticsand craft
developmentactivists.Onthe one hand,the Glcanbe consideredatool for the protection
of traditional or indigenousknowledgesystemshighon the agendaof development
initiativesandviewedasimportant for their povertyreductionpotential (Pottier,2003;
Basole2015) Onthe other hand the Glis criticisedfor its continuationof the narrative of
anidealised historicisedidentity of crafts,fixingthem to a particular(possiblyimagined)
placeandtime, and preventingdynamismandinnovation(Sethi,no date; Kawlra,2014;
Basole2015) It hasneverbeentestedsinceits introduction and no craft associatiorhas
everusedit for protection. Accordingto informantsin this thesisaswell thosein previous

studies(Edwards2016) the Glis viewedmainlyasan effective brandingmechanism.

Awardsare anotherinitiative that the governmentrunsto recogniseskill, creativity,

adherenceo tradition andability to spreadknowledgeto the communityto ensure

longevityof the craft. Sincel965the governmenthasprovidedNationalAwards Sant

Kabir awards,ShilpGuruawards,and Merit Certificatesand new awardswere introduced

in 20150n the inaugurationof NationalHandloomDay(seventhAugust)ffor WS E O Sifi £ Sy C
designdevelopmentand marketingof handloomLINE R dzDnéaweardswhichcarrycash
prizes,arejudgedby severalselectioncommitteesat the localand centrallevel,described

by VenkatesarasanW S f peripler@lT 2 NQZeSkatesan2009) However by the list of

judgeson the guidelinesjncludingW¥ y -#fiicial expertsfrom the handloomsectoQitis

22 Government of India, no datébout Ugonline]. Available athttp://www.ipindia.nic.in/aboutus-gi.htm
[Accessed 81arch2018]

23 press Information Bureau, Government of India Ministry of Textiles,. Hitfies invited for Newly
instituted Awards in Handloom Design and Markefiogline]. Available at:
http://pib.nic.in/newsite/PrintRelease.aspx?relid=1371[&tcessed 10 August 2018].
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not clearwhether anyof the judgescouldbe expertsfrom the weavingcommunity,or

indeedpreviousawardwinners?*

2.12.3 Marketing, cooperatives and retailing: The All India Handloom
Board (AIHB) anaooperatives

Numerousboards,associationgnd apexbodieswere set up to supportthe marketingof
handloomsand export promotion suchasTheCottagelndustriesboardsetup in 1948
(Jainand Coelho,1996,p. 361), underwhichcamethe IndianCogerative Union(ICU),
whichconductedsurveyson craftscommunities.The resultswere usedto recommend
cooperativeenterpriseasthe bestwayforward for the productionand marketingof crafts
(ibid, p. 359), despiteasshownabove their low successate priortoL Y RA I Q&
independenceTheGujaratStateHandloom& HandicraftsDevelopmentCorporation
(GSHHDChhe retail branchof whichis Gujarithat hasstoresall over India,haswidely
beenrecognisedassuccessfuin its supportof handloomsand handicraftsin Gujarat.This
succesfasbeennoted by severalweaversin Kachchiduringmy field researchaswell as
thoseworkingin craft development(Jaitly,1989,p. 173). Notwithstanding,Sundariand
Mukund (2001)who focusspecificallyon AndhraPradeshthe state with the second
largestnumberof handloomweavers arguethat the centralisationof cooperativestheir
top-down approachand multi-layeredstructure,resultin objectivesnot beingproperly
implementedon the ground. In manycasesmasterweaverswere more successfuthan
cooperativesocieties peingableto advancdoansto weaverswhere cooperativewages
were low, andthey were ableto provideenoughwork where cooperativescouldnot (ibid,
p. 103).Jaitly(1989)arguedthat governmentschemessimplyreplacedthe exploitative
middlementhey were claimingto discourageMore recentlyJaitlyhastakento Twitter
(2017)to criticisethe declinein quality of Dilli Haat,a largecraft marketco-foundedby
Jaitlyherselfand now run by the government,aswell asthe runningof stallsby tradersor

middlemen,rather than the makersthemselvegChaudhuri2016).

24 Government of India, Ministry of Textiles, 20Citculation of new award guideline017 in respect of
Sant Kabir Award, National Award & National M&#rtificate Award under National Handloom
Development Programme (NHO@)line]. Available at:
http://www.handlooms.nic.in/writereaddata/UploadFile/guidelines%20Newf faccessed 10 August 2018].
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Thiscriticismis problematic consideringhat the role of the W I NJiisofieh yughced and
one will often movefrom makerto mastercraftspersoror trader, and sometimesback
again(Mohsini,2016b) Further,the makingof craft is often a collaborativeor community
effort, andnot all artisansmayhavethe ability to attend the marketdueto business
pressuresfinancialrestrictionsand communityrulesandrestrictions(particularly the case

for women).

2.12.4 Reservations andrptection

Cooperativegimedto provideits memberswith easieraccesso governmentpoliciesand
subsidiesOnesuchgovernmentpolicyto protect handloomclothsfrom imitation by the
rise of the decentralisedoowerloomindustry,wasthe implementationof the Handloom
Reservatioractin 1985.Thisinvolvedsubsdisingthe manufactureof particularcloth and
materials,increasinghe gapbetweenexcisedutieson millsand powerlooms,ensuringan
easysupplyof yarnandfreezingthe productioncapacityof mills (Roy, 1993,p. 197;
Srinivaslu1996) Thisact provedproblematic.Firstly,differentiatingbetweenhandloom
and powerloomwasdifficult, mainlybecausemanytraditional handlaoom weaverswere
investingin powerlooms,andin someweavingclustersthere existeda mix of both and
thesepowerloomsoften went unregistered(Haynes2001) Onavisitto Sircilla,asmall
weavingtown 80 km north of Hyderabad cameacrossa decentralisedoowerloomunit
weavingdesignghat the owneradmitted were handloomdesigncopies andthe trader
buyingthem would sellthem underthe handloomlabel. When| askedthe ownerif he
would get penalisedfor this shouldthe governmentfind out, he saidpayingthe fine would
be aworthwhile investment.Further,it wasnot likely that he would be singledout for this
consideringhe whole town hadmovedto powerloomwhich hassufferedseeral
adversitiesoverthe lastfew decades. Theseinclude the g S | @ @WN@esSignseing
imitated in largertextile industriesin regionssuchasMaharashtrathe increasen costof
yarnwith the liberalisationof the economy missingout on relief fundsgivenby the
governmentwhichonly handloomweaverswere eligiblefor, andincreasingelectricity
prices.Thesituationbecamesoseriousthat duringthe 1990smore than 300weaversor

g S | gfamiiniemberscommitted suicide andit wasonly after this tragedythat the

governmentsteppedin. Theyreducedthe electricity tariffs andimplementeda subsidised
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Textilepowerloompark (Kumar,2011) andthe industryis beingchampionedoy some

individualskeento continuethe industryanddevelopproductsfor contemporarymarkets.

In 2015the governmentwasplanningto lift the HandloomReservatiorAct following
pressurefrom powerloam lobbyinggroupsbut wasshot down by strongerprotestsby
handloomactivistgroupsand developmentagenciesTheseexamplesdemonstratethat
W{i NJ R alecthickpfreefad W Y 2 R foWaflébmindustriesare not the diametric
oppositesthey are so often presentedasin mainstreamdiscourseparticularly thosewhich
demonisepowerloomandromanticisehandloom.Onthe contrary, the textile industryQ a

continuumis muchmore nuancedand complex.

2.12.5 Craft revival and display
Jayalaitly, mentionedabove,is amongstthe secondgenerationof craft revivalists,
succeedingioneeringmembersof the postindependentcohort suchasKamaladevi
Chattopadhyaynd PupulJayakarwho at different times havebeendirectorsof the ICU
andthe All IndiaHandicraftsBoard(AIHB)JasleerDhamijgoneof/ K| (G 2 LI RK& | & ¢

employeesyemembersthe work they did:

W2 \gent from villageto villagemeetingwith craftspeople researchingand documenting,
seeingwhat we couldsalvagesettingup training programmeswith, in somecasesthe last
survivingexponentsof the craft. We alsostudiedtextilesin museumO 2 f f S @linfe® y & Q
andMansinghKaul,2016,p. 61).

Theuseof theterm W & | f & DHarSij@bringsto mind JacobD NHzo t&rivd®@ & | £ @ 3 S
S (i Ky 2 3(Nd7Q)Ikhé&tthe usesto describethe urgentcollectionand preservationof
dataon culturesfeareddisappearingn the nineteenthcentury,craftsbeingone significant
aspectof this datafor the Britishmonographscensusesnd gazetteerson communitiesin
India. Thisdataprovideda usefulresourcefor the revivalistsin gatheringtheir information
on craftscommunities(Ahmedand MansinghKaul,2016,p. 61). Someof thesecraft
figuresplayedkeyrolesin the exhibitionsduringthe festivalsof Indiain the 1980s,which
providedaplatformfor the W& | f @bjeBt&db@displayedon agloballevel.Forhost
countries,exhibitionswere waysof promoting cultural diplomacyand educatingthe

British and Americanpublicabout Indianculture,andfor Indiawere waysto showcaseall
thingsW L Yy RoktHe wafld (Wintle, 2017b) Theexhibitionswere criticisedfor ignoring

W2 NR Xoyitine\aisand craftsin the form they are carriedout aspart of socialf A ¥ S Q
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(Durrans,1982,p. 16) andthe nuancesof the categorieshat rangedfromW¥ y dzF | O i dzNJ

for domesticuseandW K I Y R KoDrivark@&tdr &xgort (ibid). Thus the exhibitionsrisked
creatinganidealisedsingularimageof Indiaand a homogenisedtulturalidentity of Indian

crafts.

Museums in India followed a similar trajectory atiag displays for foreign tourists and

aiming to educate Indians about their own natioh&ritage andencourage pride in this

heritage. A significant example is the National Handicrafts and Handloom Museum set up

by the AIHB in 1956 in Delhipw calledthe Crafts MuseumAccording to Greenough

(1995) Jyotindra Jain, the director at the time of his writing, discouraged artisans from
adapting and innovating within their crafty any kind of move away from tradition. Jain
envisaged the museum as a university for artisans (ihi@2@), in this way educating

I NIAalya 2y GKSANI 26y WINIRAGAZ2YQ o0l &SR
example of their practice. While artisans would be invited to give demonstratiorteeat t
museum (reflecting festivals of India abroad and colonial exhibitions to authenticate the
experience for the visitor), they were excluded from curatorial decisiaking processes.
McKnight Sethi describes the Dastkari Haat maps which are on displey @rafts

Museum, as creating lmomogenised sense of place and identity, and that while there are

maps for each state (which on their own fail to address any movement or individual

ARSYGAGe 2F ONIYFOaLs2L S0 (KSE ANRPUHS ONE

(2013, p. 73)

Asif in responseto D NBS S v 2cdainkérsdn a more recentinterview (Ahmedand
MansinghKaul,2016,p. 61) discussingostindependencecraft revivaland development,
Jainexpressedisintent when collectingand curatingobjectsfor the Museumof FolkArt
and Cultureof Gujaratat Ahmedabadn 1977 (part of the Shreyad-oundationand since
namedShreyad-olkMuseum):

Wb XJavoidthe cliched orientalistrepresentationof Indianobjectsin westernmuseums,
andwasapprehensiveof the stillborn, colonialmodelof museummakingin India,
especiallythe classificatiorof cultural objectsinto randomand overlappingcategoriesof
art, craft, design,ethnography classicalfolk, religious,secular,masterpieceand primitive
among2 (i K SuiBpB6).

WEAY ¢Syt 2y G2 aleé KS | @2ARSR ONBI iAy3
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and acquiring frm the artisans themselves rather than from adllectors ancaimed to

capture the nuances of each craft and its local context. Howenestrecent exhibitions

of Indian crafts and textiles continue to position Indian crafts in opposition to the West
andto technological developmenMansingh Kaul and Varn§a015, p. 46argue that the
CFoNRARO 2F LYRAIFIQ SEKAOAGAZ2Y KSHRbyl & G(KS A
showcasing only handrafted textiles, showed that the international appreciation of

Indian designs lies solely in the hanthde.

[ dZNNByYy i RSol GSa | N@esfitie ndéddiSrOBsé tReytandept dfih2 y Q
museum, avoiding creating displays through the Euro or ettemdric lens. Art historian

Nana OforiattaAyim(Singh etal., 2018)J I ya G2 &aSd dzlJ I WYdza Sdz
an alternative name more appropriate to the local context) in Ghana that focuses on

WEAKFNBR yIFINNIGA@®Sa GKIFEGO FNB y20 tAYAOGSR

(@]

Indeed, objects have rarely come frame single place but have traversed several

cultures, individuals and spaces.

Despite criticisms of these widanging attempts to support craft by the governments and
associated organisations, both have paved the way for NGO and commercial enterprise
work, and the festivals of India have increased NGO presence (Niranjana26808l). ,Non
governmental and commercial craft revival attempts such as Kala Raksha in Kachchh
have actively involved thewners or descendants of the owners of objects in museum
collections to reengage with them. This thesis discusses ways in which the weavers
themselves display and promote their work which can both demonstrate certain
inculcation of Euraentric ideals whe being a pragmatic approach to dealing with
increasing numbers of visitors to their home. | engage with this theme more subathnti

in section 4 of chapter 9.

2.13 Postindependence design education and the emergence of the
WRSAAIYSNO

At the helmof many of the commercialenterprisesand NGOshavebeengraduatesof the
Nationallnstitute of Design(NID).Foundedin 1961,althoughthe first studentsg S NB y Q

25 See chapter 4, section 3.4
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soliciteduntil 1969,the NIDwasthe first formal institute of designin India,andaimedto
creae adistinctIndianbrandidentity (Mathur, 2011) Thecurriculumemergedout of The
India Reportwhichwascompiledby Americandesigner<Charlesand RayEamesafter their
three-month researchtrip throughoutL Yy R tural GlEges Thereport advisedthat design
neededto be definedasa W @ I & &lZ5((Eanve®C.andEamesR.,1958),andto recognise
the diverseneedsof the country. The trip wassponsoredoy the USFordFoundationwhich
waspartof! Y S NJC@dwarpublicdiplomacypolicy (Clarke 2016;Wintle, 2017a)
while alsofitting with b S K Nt énisingagendawithin whichW R S fwas¥igwed]asa
catalystfor change newnessandcreativityfor L y R A(Clafké ZD16quoting Mathur,
2007).TheEameswvere alsoheavilyinfluencedby the Bauhausnmovement,andthe NID
formed strongassodationswith Bauhausnspiredinstitutesin the Wests, where faculty
camefrom to teach(Clarke 2016) Thus,the NIDhadboth a nationalisticapproachasit
wasinspiredby Gandhiandsituatedin Ahmedabadthe centre of the swadeshi
movement,andaninternationaloutlook (Balaram2005,p. 160). Theinstitute continues
to hold Memorandumof UnderstandinggMOU),with 52 institutesacrossthe globe(NID,
2016,p. 16).

Thereare severalaspectghat suggessimilaritiesbetweenthe NIDandthe colonialart
schoolsin that it sharedthe samecontradictionsbetweenpreservingtraditional crafts
andtraining designerghat would supportthe growth of the O 2 dzy” inddBriising
industrialmanufacturingagendaFirst,it wasput underthe Ministry of Commerce
(Balaram2009)rather than under the Ministry of Educationandwasdirectedby Gautam
Sarabhaia successfuill industrialist,to helpincreasel y' R ihdugrialwealthand
increaseemploymentwithin the unorganised namelycraft) sectors(indirectlythrough
creatinga new middle classof designers)SecondasWintle (2017)hasarguedtheb L 5 Q a
tieswith the USthroughthe FordFoundationsuggestedasortof WA Yy T inpllfalisin

allowingthe USto frame Indiainits A Y | Ti8r@ithwasmostlyreservedfor the upper

26 The Bauhaus was founded in 1948h a progressive outlook aiming to bring together crafts and fine arts
FYR YSSG YIyQa WwWaLlJA NA (Ndgbf, G. (196BT heyBauihSud.Bnbdh: SRdoVistits & Q ®
influence spread across Europe to tHechschule for Gestaltung in Ulm, the Kunst Gewerbeschule in Basel,
the Royal College of Art in London, and the Cranbrook Academy of Art in Michigan
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classesandurbaneliteseducatedin Englishwhich, like the colonialschoolscreated
dividesbetweencraftsand modernindustryand craft classesand educatedclasses.

al Ol dzZflihue Whichaimedto spreadthe EnglisHanguageacrossindiaand eradicate
vernaculadanguagesvasonly partly achievedlt reachedthe urbanmiddle classesbut
not asfar asmostrural areaswhere childrenreceivedand continueto receive,only basic

primary educationin the localvernacularor Hindi.

Foundedduringthe sameperiod asmajor craftsdevelopmentnitiativesdiscussedbove,
anotheraim of the NIDwasto supportthe O 2 dzy” dwitdlifgEraftsthroughsocially

oriented design,a conceptwhichwasnot fully defineduntil a decadeafter its founding,in

work by Victor Papanelkandlater Arturo Escobat7 (Clarke 2016,p. 44). Theseauthors

soughtto challengethe position of designasbeingled bythe W K S 3 S duBuye bf Bee
marketcapitalismrather than socialy” S S @b Q. 45), whichhad commonlybeen
deliveredtop-down with westerncountriesviewingtheir own designmodelsasexamples

to be followed. Thissubject wasbroughtto the fore atthe W! K Y S FBISGOER Ml (G A 2 Y ¢
1979whichinvolvedaten-day congresshostedby the NID,the Institute of Technology
(IT)Bombayand ThelndustrialDesignCentrein Bombay andthe signingof an MOUby
UNIDQ(United NationsindustrialDevelopmentOrganisationand ICSIthe International
Councilof IndustrialDesignnow the World DesignOrganisation WDO) to promote
industrialdesignin developingcountries.Thecongressnvolvedaskingsuchquestionsas:

W| desthe Indian designerdefine his/herrole in what are his/her LINA 2 NPKR®S & Q T
the Indiandesignerassistnationalefforts to improvethe quality of life for sucha vast

segmentof K dzY I yakhd &g K& right designfor ad NJ& 12 tNJulRof hunger,illiteracy
andilKS I £ § KKQ

Suggestionsuchasa museumfor pots, alongsidadeasfor innovationsto meetsocial
needs,reflectlong-standingcontradictoryapproachego craft developmentthat hasbeen

athemethroughoutthis chapter:

27 Design fo the Real World: Human Ecology and Social Change (1971) and Encountering Development: The
Making and Unmaking of the Third World (1995).
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W ¢ Hidlexticbetweenpreservingdesignasan embodimentof nationalidentity and
authenticity,andthe explicitdrive to innovatenew designdit for exportto awestern
marketwasa definingtheme of the designdevelopment: 3 S y{Rark@2016,p. 49).

ThedialecticClarkementionsenteredagainsta backdropof world historiesandthe
beginningsf the useof the term globalisationduringthe 1960sand 70sin whichthe West
took a centralposition,andthe former coloniesor under-developedcountrieswere
positionedon the peripheries(Huppatz,2015)28 Thisview leadsto discussionsf localised
institutions suchasthe NID,asimitations of westernstyleframeworks,and canignorethe
agencyof the localactorsin influencingthe runningof the institutionsand usingthem to
their own advantage AsHuppatznotes, systemswere not simplycopiedby non-
Europeansbutwere W R | todidcalBonditions,existingsymbolicsystemsand cultural

S E LJS O (i (R0A5yp21g24 Thisthesisdiscusseshe involvementof a mix of foreignand
localinfluenceandagencyin the foundingof the two casestudyinstitutes, SKvand THS,

while alsochallenginghe stereotypicaloppositionsof eastandwestandlocalandglobal.

2.14 The emerging fashion and desigmdiustries

In the first few decades of its founding, the NID received low numbers of entranty
about twenty to twentyfive per year and was little known amongst the wider public
(Note, 2006 5 S&aA3Iy oI ay Qi -fidePraiessioyi and EeBignihgifor I 0 2 y |
consumer products ran couri®l G 2 LY RA I Q& TherputicSweds discaurage® S | £
G2 0dz2 dzy RSNJ 0KS yS¢g az20AlfAaG I20SNYYSyi
for investment(ibid)p ¢ KSa$S LRt AOASE 1 SLII WRA&LRA&Al 0f ¢
GARSALINBIFI R FYR WRSaA3ayQ AAIYAFASR GKS dz
f

noi I RAGSNRERAGE 2F LINPRdAzOGAZ 2N I y2@St e

Fashion too came under this remit. The sari was widely worn and being made up of an

dzy Odzii LIASOS 2F T 0oNARO RAR sawarkamidag alzhi NE Y dzC
standardised set of gments that local tailors would make up for individual clients. Where
newer styles were required, such as those inspired by Bollywood characters, the customer

would ask their tailor to imitate thenKhaire, 2017, p352). Essentially the tailor took on

8L dzOK atGdzRA Sa Ay Of deRRSse of thé Westt AHistorg of thHLBdn ICEMIM(IrE63),
CSNY I YR A Hiktonyzef itili@atior(d963), andmmanuel I t f S NEadiMbdeyh Wadrld System
(1974)
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the role of designer to meet the needs of the custori®According to Khaire, the first

WL aKA2Y RSaA 3y SNEMd-1880s werg sektdughBméeBbed afthad A y
upper echelons of socigt and so were weltonnected. Therefore, their social network
provided them their clientele. By the late 1980s and early 198@sy ofthe fashion

designers emerging in the industry had trained in design schools in London, New York or
Paris. Theopening ¥ (G KS bl A2yl f LyadaAaiddziSa 2F ClI a
Ministry of Textiles, the first of which was opened in 1986, allowed for budding designers

of a wider socieeconomic background (ibid, p. 358rivate fashion institutes were also

set up such as the Pearl Academy in New Delhi. Founded by the Seth family who owned a
major apparel export company, Pearl had a predominantly global outlook (ibid). The

training at NIFT and Pearl is reminiscent of the clash of western and indigenous ideals.
Wedern cuts were taught with a vieto meeting wider global markets, while students

YR 3AN) Rdzr 6Sa 6SNBE Ifaz2z SyO2dzsNY ISR G2 adz
ONI} Fi AYyRddzZZAONRSAS 6KAOK Ay G dzNySudhSfisioni KS R
of styles was reminiscent of postmodern approactedesign globally at the time

Equipped with cultural, economic and social capital either inherited or accumulated
GKNRdzZAK F2NXIFf RSaA3ay SRdzO WA 2yebkity RMed A Iy S N
alsocapitalising y I ANB gAYy I al t ASyOS 7T aNale 60§ p.Wi NI
273;Bourdieu, 1984, p. 230).

Critiques of design education, mostly focusing on the NID, such as by B&2@®)
Chatterjee(2005)and Ghos€1995) argue that the ambitious Ahmedabad declaration
statement of intent never reached achievement. The local needs of craftspeople were not
being met because urban edated designers continued to be too far removed from these
needs. Homogenisation of education and the use of standardised text books meant that
urban students were not learning about the diverse rural communities and traditions

across their country. More&NE  y I GA 2yt L2t AO& Widz2NYy SR

competitiveness, and to measures that could stress international market success as the

¢t Af2NBE INB y2i O2yaARSNBR FNIA&lya o6& GKS I20SN
government development policiested above® 2 KAt S G(KS O2yFAySa 2F (KAa
of tailors, the subject of fashion design education for traditional tailors would provide fertile ground for

further research.
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new hallmark of seiNB f A (Bafa@®,2009, p. 61This was stmegthened in the 1990s

d G0KS O2dzyUNEBQa SO2y2Yeé ¢l a ftA0SNIfAaAaSRE
National Design Policy which was approved by the Union cabinet in 2007 laid out the
visions for design in India primarily as being globally reisegl and helping to improve

Indian industries andompetitiveness andid not address the vast craft communityhich

was at further risk from imitated imports of their products coming from countries such as
China. Ghos€1995)describes the group of elite graduates emerging in the 1970s as
WRSAAIYSNI adlF NEQX K2 OfFAYSR AYRAQDARdZ €
and workmanship of traditional craftspeople. Amongst ttokort, Ritu Kumar, the
WR2&8SyyS 27 (DwyeR2006f PEAKBAYSR G(GKS OSyidNI ¢
the fashion industry, yet it is her name that is widely known, not thetgpaple who

make her fabricgKhaire, 2017, (859). While there are criticisms of sociatlyiented
GSEGAETS RS&EAIAYSNRER 62Nl Ay3 6AGK ONFFla 3INEP
placemats, te-cosiegTyabji, 2008)and other products that were unfamiliar to village
craftspeople, artisans in Kachchh attribute the change in fortune in their crafts to the

newly emerging designers that were visiting Kachchh during the 1960s and 1970s.

DeNicola ad DeNicolg2012)are critical of the social ideals of designers at this time,
Yy2U0AYy3a AY LI NGAOdzZ F NJ 6KS FldAf Ga 6AGK GKS
popular term to refer to the emerging sociaByNRA Sy (i SR RrefardeditytBehbBn | y R
commercial workD dzf (i dzZNB I y R dzy dza dathavankar, 002, 5. yidPe NB Y Y §
concept is premised on a view that the urban designer should get to know fully the rural
context ke or she is working in and what the needs are. Balaram in his Dioioking
Design(Balaram, 2011yvent further to argue that the rural craftsperson should be able to
have access to urban design education, but not to the same level that urban middle classes
do, to avoid becoming more accustomed to urban than ruralfeNicola and DeNicola,

2012) The NID invites artisans to visit and give demongingtito educate and inspire the
students, but the artisans are not eligible to study there themselves, while a key part of

the design coursevolves students conducting a craft documentation project usually
involving spending several months with a craftrcounity. The diploma project also

involves an intensive stay either in a craft village, with an NGO or with a corporate

company to work on a design brigll these instances demonstrate that formal design
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education has not been considered an option faisamns. Master weaver Shamji Vishram

Valji in Bhujodi village, Kachchh informed me of his experience attempting to join the NID
Ay (GUKS mdopna odzi KAa 9y3aftAakK gl a y2aG dzJd
fees. Several years later he wasex$ko teach there, and his family have for several

decades supported NID student visits to their hoth&hus, artisans are expected either to
O2yGAydzS GKSANI ONI Fi Q2c@dzeorinal &cyoolingdandgth & |
job far removed frontheir traditional occupation, but not become designers themselves.

The government training and development initiatives discussed above, being largely
centred on employment generation and manual skills, have accentuated the divide
between the artisan and dggner. Despite efforts to form reciprocal collaborations

outlined in publications such &esigners Meet Artisaff NESCO, Artesanas de Colombia
S.A, Craft Revival Trust, 200Bgre continues to be strong criticisms of some such
projects,particularly by anthropologists. Drawing upon fieldwork with blpcikting

communities in Rajasthan and phulkari embroiderers in the Punjab respectively, DeNicola

and WilkinsoAWeber demonstrate this view:

W/ 2y @SYyASyGtes (KS OibybbinidadsiworRet facilitat& a3 Sy S N
contrast with a designer or development worker whose knowledge and capacity for
creativity is presented as uncontroversially superior in everyday talks about crafts across
different arenagDeNicola and Wilkinseweber M., 2016, p. 81p Q

Theauthorsarguethat designerscontinueto be influencedby the discoursesliscusséd

above,on the romanticismof the traditional,andsoareW & | Svith(protectingand

sellingit (DeNicolaand WilkinsonrWeber M., 2016,p. 91), andthat the artisanis limited in
usingtheir own designinnovationandd 6 S O 2M2ARSINRKTérgto . 2 dzZNR A S dzQ &
Distinctionthesis,Herzfeld(2004,p. 207) notesa similarsituationfor WY I NBA Y I f A & S|
Rethemniotartisansin Cretewho are expectedto conformto traditionswithintheW3f 2 0 I f
hierarchyof @ | f BySddtdstingthe artisanswith Europearbourgeoisiewho canbe
comparedto the urbandesignerghat DeNicolaand WilkinsonWeberdiscussthe former

WNE & LISomiulat@aBd popagatea seeminglyuniversalistidankingof RA & G A y O A 2
whilethe W I NJiik telpsfigherycandisplaytheir talents only within a decidedly

30 ishram ValjiS.,2016.Master-Weaver:Personal onversationwith Ruth Clifford, Bhujodi, 7 January
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localisedandantimodernsta LJ- Bé&adioW (i Refemniotartisansdo not control the

criteria of tastefor the & (i NJ Rthafitiepsypposedlyembody,produceandNI LINE & Sy (i
(ibid).. 2 dzNRihebrigs@faifferent forms of capitalandtaste (1984)haveinformedthis
thesis,demonstratingfindingscontraryto thoseof | S NJ FsPeific@lgtat design
educationenablesartisansto build culturalandsocialcapitalandinfluencetastesin their

targetW Y 2 R @alEtOAL the sametime, they mayactivelyor instinctivelyconformto

idealsof the traditional andlocal,basedon marketinfluences.

Sociallyoriented designinterventions,andindeeddevelopmentin generalare notoriously
in tensionwith anthropologicadiscoursethe former lookingto the future to affect
changeandthe latter aimingto maintaindistancefrom action-oriented development
policies(Escobar1991;Mosse,2005) However thesestudiesalsonote the benefitsthat
eachcanhaveuponthe other. Specifido design the relativelynewdisciplineof WRS a A 3y
Iy (i K NP hagbkeehsiggBstechsa usefuldisciplineto inform sociallyoriented
designersandevento displace? R S @ S f asthyddryinantterm for deliberative,
transformationalO K I y(Suéh@an2018)aswellasW R S O 2 { @ sighidtdrwériidn
practicesin developingcountries(Tunstall,2013,p. 238). Followingthe rulesof
ethnography combinedwith the problem-solvingcapacityof designwould enablethe
designerto maintainreflexivityandsensitivityto the diversityof specificlocalcontexts,
their histories,sociaecanomicbackgroundanddiversityof skill,educationalexperience
andsocial culturaland economiccapitalof individualresearch¥ & dzo 2a$veliasmarket

demandss:1

2.15Recentringli KS W anil theidbjgcd

31 Forexample a verydifferent approachwould be requiredwheninterveningin a villageor communityin
needof sociceconomicdevelopmentfor whom craftis not the traditional occupationbut usingit as
developmenttool (Littrell and Dicksor2010) andinterveningin a villageor communityfor whom craftis
partofthe Y S Y 6 SMtBrabidentity. Thelatter approachhasbeenadoptedby manypostindependent
initiativesin India,suchasKalaRakshand Shrujanin KachchhAnarticle by Littrell and Frater(2013)
highlightsthesedifferent approaches.
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Therehavebeenintensifyingdebatesacrossseveraldisciplineson the needto challenge
and moveawayfrom hegemoniadecisionson art and craft objectsandtheir creatorsin
line with the Eurocentric¥ I waild'. Thiscaninvolverepresentingobjectsfrom non-
westernculturesasethnological in oppositionto westernfine art or design.Gellstated
that the taskof anthropologyof art isto Wefinethe characteristicof eachO dzf G dzZNB Q &
inherentaestheti€lGell,1998,p. 1). It isupon this paradigmthat he developedhistheory
of art objectsassocialagents whichl discussn chapter3, section16. Emergingat a
similartime to the disciplineof designanthropology the globaldesignhistorydiscourse
analyseghe positionof designmovements objectsor designerswithin dominantglobal
narrativesandtransnationalflows. It considersa growingneedto re-positionperspectives
on designhistoryand moveawayfrom the problematichistoricaldiscoursethat views
globalisationasaW & A yefetmihisticprocessin whichthe inevitableoutcomeis a
homogenisedvorld modelledon Europeor the United Statesof ! Y’ S NJHbpa€z 2015,
p. 183) Perhapamost stronglyarguedin postcolonialsubalternscholarshipis the needto
WLINE @ A, deantrefEdrép& Chakrabarty2000) Evidentin the colonialattempts at
educatingcraftspeopleanddisplayingerafts, was the positioningof EuropeasW (i $c&he
of the birth of the Y 2 R S(M#, @ 5). However informing postindependentattempts at
developingindiancrafts, Europecontinuedto representthe modernideal,despite

D I y R&tanptiat sheddingts influence. Furthermore throughoutthe secondnalf of
the twentieth century,Europeand Americacontinuedto be centralto histories
documentingindustrialisationand developmentwith the rest of the world positionedat
the peripheries.In suchhistories,d L y Br&i IL §/ R iergpesentedasinadequateor
lackirg abilityto WY 2 R S Kbtk Ro&telin these Eurocentrichistoriesare the current
narrativesandrepresentationsof craft andartisans,jntroducedat the beginningof this
chapter, asbeingW 2 dzii YC&nRiSieedof W K S Byle}¥ifigout local perspectivesthey
ignorethe impactsof gender kinship,dynamicsand socialorganisationof knowledge
(Herzfeld,2004,p. 209), uponartisansaswell as the nuancesof roles, hierarchiesdiverse
skilllevel,educationalexperiencespccupationatrajectoriesandidentitiesthat individual

artisansmayassumeor move betweenat different stagesof their career(Mohsini,2016a)

Tochallengeand overcomeimbalancesf positioning,Herzfeldrecommendsconducting

detailedlocalisedethnographiesvhichalsoconsiderthe W g A iohElandinternational
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structuresof power at the level of the ethnographyA (i &(iid, & Z08). Thisway the

W S ¥ BfYlebalprocesscanbe broughtundergenuinelyintenseA y & LIS iddludigyyie)
positionof the ethnographer designhistorianor designerwithin sucha processesand
discourse Chapter3 discussegpositioningin more detail in relation to my adoptionof the
WS (i-eayed (i dzRethel.

2.16 Summary

Thischapterhasprovideda summaryof the mainbroaddiscoursesicrossseveral
disciplineswvhichhaveinformedthe theoreticalframeworkfor this thesisandthe analysis
of the two casestudies. Thefirst few sectionsof historicalanalysisshowedhowg S| @S NB& Q
casteandtraditional occupationin Indiahasbeensimultaneouslhassociatedvith
stigmatisationand subjugation,anda senseof pride. | havedemonstratedthat there have
beenseveralfactorsthat influencethe statusof the weaver, includingmaterialspecialism,
marketandwhetherthey work in anurbanor rural area,whichwouldin turn dictate the
succes®f weaversin the faceof decline.l havediscussedhe variousrolesweavers
pursuedandthe different waysproductionwasorganisedrom the earlymodernperiod
up until the twentieth century,dependenton the marketandthe regionalcontext.| then
went on to discusdraditional training of weaversaswell asthe emergenceof both
technicalandart educationwhichrespectivelyrepresentedthe conflictingviewsof

W{i NJ R éraftdwingthéd idustrialrevolutionand Britishcolonialrule.

Sectionl0 exploredthe nationalistswadeshimovement,andthe role cloth, both
handloomand mill-made,playedin definingthe aimsfor regainingnationalidentity. This
wasinformedon the one handby desireto celebratetraditional heritageandon the other
to re-build the O 2 dzy indN&trialpower and economy.Postindependenceechnicaland
designeducationwasinfluencedby thesedualaims.l comparedtechnicaleducationwith
formal schoolingandthe waysin whichincreasedaccesgo highereducationamongst
scheduledcastesencourageghe socialmobility of weaversand providesan escapefrom
their oppressedstatusand occupationwhile technicaleducationcanenhancecasteand
tradition. However,l alsomentionedthe criticismsof the educationalreservationssystem
both for their waysof accentuatingsocialdifferencesinstitutionallyandfailingto leadto

employment.
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Thefinal sectionsin this chapteraimedto bringtogetherargumentsin anthropology,
designhistory, designand development by analysinghe critiquestowardsdesigners
workingwith artisansto developtheir craft for newmarketsand the hierarchicaldivisions
this arrangementcancause It wasalsoimportant to draw uponthe discourseon global
designhistorythat critiquesnarrativesthat comepredominantlyfrom a western
perspectiveand sopositionthe Westat the centre andthe non-Westat the periphery,and
the risk of this approachfailingto recognisethe innovationandagencyof the actorswithin
theseW LIS N LIk&SdNdwiSgcitagierdiscussehiow this researchaimsto address
suchcriticismsand how the discouse hashelpedto inform decisionson methodological

approaches.
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aSiK2R2f 238

3.1 Introduction

This chapter explains the use of qualitative methodology, the adoption of ethnographic
techniques within a case study format, and the reasongfmosing theemethodsin

orderto meetthe main objectivesSeveral disciplinary approaches have informed the
selection of methodsf-or example, socianthropological studies of learning craft skills
informed the decision to conduct a weaving apprentiagpsand material culture and

design history informed the analysis of artefgdisth the woven objects and documents
such as curricula and student portfolios. The fieldwork in India was conducted over a
period of fifteen months and three separate fielditds The first trip took place from
September 2015 to January 2016, the second between June gutenSer 2016, anc

third brief trip was conducteéh March 2017 During the breaks between field visits, |
gathered and analysed the collected data, whilkitg note of any gaps that would need

to be filled during the subsequent phase. In between the field visits and afterwards, | kept
in touch with participants over the phone and on soamdia andconducted some

interviews over Skype. During these breaktsb continued to collect and analyse institute
documents and curricula. This chapter first discusses the overall methodology selected in
relation to the theoretical framework within which my research sits. | then go on to discuss
each method | adopted toollect data and the challenges, advantages and disadvantages

of each, before discussingdlanalysis and writing process.

3.2 Qualitative esearch

The methodology in its broadest sense is qualitative, aiming to produce knowledge based
on the experiencesf people, rather than on statistical or scientific analysis. Quantitative
studies of the impact of design education for handloom weavers, have been carried out on
different levels by either the organisations themselves or other craft development
organisaions, which have been drawn upon for this studhdwhich | discuss further in
aSOUA2Y My 2F (UKAA OKFLIWISNW» aé NRt{S Ay UK
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settings, attempting to make sense of or interpret phenomena in terms of the meanings
LIS2 LI S 06 NXD¢rizin éné Lindokh 29710, p. 3)

Qualitative research would allow me to take account of the perspectives of those studied

in this case, weavers in Kachchh and Maheshwar, and to develop an understanding of their
experiences of design education alongside weaving work in general.grewaploying a
GARS NIYy3aS 2F WIENASR YR GSAGSRQ AGNI G§S3A
dzy RSNRUGIFI YRAY3I 2F (KS &dzo2SO0 YFGGSNI FaG KI
YI1S&a (GKS 62NI R O ABehzinfar Lincgin, 2011RAFHFBESINB Y i 6 |
adoption of multple interpretive practices as well as triangulation acrossrésailting

data, was important.

3.3 Ethnography

Ethnography is a methadogythat goes handn-hand with qualitative research as it

focuses on people and their experienc8ce it emerged durg the nineteenth century
@WKSY AG 61 a Y2NB 02 YY, ayiater bdcgmedentraltétheW S i Ky :
discipline of anthropology (Hammersley and Atkinson, 208Apography-Wg NRA G Ay 3 |
LIS 2 L(BhgBld2014K - & 0SSy ALISOATFTAOlIft & SYhs 28 SR
broughta tendancyof ethnographerdo position themselves as superior to the foreign
subjects they were studying. The postcolonial functionalist and structuralist models
developed alongside the significant Chicago School reform, brought a critical shift from the
ASLI NI GA2Y 2F SOKY23INI LKSNI YR adzaeSodz i

position in the process of studying communities.

Ethnography isurrentlyused broadly across a range of disciplines and a range of settings
such as educational institutiorferriam, 1988) hosptals and to study design practices,

as mentioned in chapter 2. Because of its wider usage, the term is now difficult to define
Ingold(2014)has noted that it has becomsd widely used that it is losing its meaniqg.

the beginning of the research, | was unsure whether ethnography was the most

F LILINR LINA F GS YSGK2R2ft 238 G2 | R2LJ IZHevwwraAA RS
craft is inextricably linked to the stal life, economy and culture of the communities in this
study, and therefore | also looked to anthropology, and particularly anthropological

studies of craftgwhich adopt ethnographic methodologie®) help answer my research
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guestions WilkinsonrWeberand DeNicolg2016,p. 4 assert that anthropology

WLIINPPARSE dza 6A0GK addzRASE 2F INBIG SIKy2:
while recognising that the movement of geographically specific, heritiadpeied crafts

AAAAA

and the appearance of craftingi dzy SELISOG SR O2y (iSEG&a aLl ya

Furthermore, having trained and worked in design | was able to bring a new perspective to
the study of a crafts community that included a sensitivity and understanding of the
approach to design and making, somethpagticularly important in examining ways in

which craftspeople learn and do design. The ethnographic techniques | discuss in the
following sections involve engaging both with the research participants to capture their
experiences and storie? LA SOXANRBINGI BASEB A YT | OO02dzy 1086, 2 F 7
p. 8) and the textiles they produce (as expressiohtheir experienceidentity, culture

andsocial life), as well as the relation between the inforns(weaves) and their textiles.

| found itimportant to develop an irdepth understanding of ethnographic techniques

while being open, reflective and responsive to the context. | discuss belogvafgrence
ofthetermWS (i-Qy &S &0dzZREQ (2 RSAONAROGS Y& withR2 LJi A
and alogside the two case studies and withifiexible, reflectiveand adaptable format.

I fa2 O2YyaARSNBR (KS WNHz SaQ 2F SOKy23INF LK

important to understand in determining my position in the field.

odn wSTtSEAGAGE |yR NXaSIkNOKSNXQa L2 &Ai;
In an attempt to challenganequal, hierarchical or Euroceid narratives in research with
non-western communitiesas discussed in the previous chapter, | haxgtightened state

of awareness about my presence as a white, midiess young woman in rural regions

which in the past have been sites of romanticisnd athering Whileas Clifford states,
GKSNE Aa Wwy2 as (Jeihho§rRphi€lNG Qi23d9@6] 0 9FitasNaportand 2 2 R
for the researcher to adopt a reflexive approach, to continuously cansbneself
through the study (ibid), antb WNBE O2 3y A aS GKS &AAYAf I NRGASAE
GKSe 0St2y3> | yR (K SSilgedran 2a0% 8) Thedefar®itvadi K S &
important for me to recognise thsimilaritiesin lived experiences between myself and the
research participants and enter the field with a fresh but critical eye and shed any
LINBO2yOSLIiA2ya |o62dzi WiNIRAGAZ2YIEQ O2YYdzy

assumed best practicéndeed,many ofthe weavers in Kachchh and Maheshviave
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travelled widely, achieved good levels of education and are globally connected via the
AYUSNYSGP ¢ KA Farthvlad &faryidatkhavigdgd tBeM Agancytheir
subject status in lives lived, not for usgtrior the anthropological lens that spies them, but
T2 NJ (0 K SNaid$, 2005 g ).

It was also important to recognise the common interest in textiles that | held with many of
G§KS NB&SFNOK LI NGAOALI yiad ¢ kKsteoB@®SYy (SEI
communication and as many weavers themselves recognised, design itself can act as a

common language across cultures and communitielsscuss this further in section 3.15.

Reflexivity was practiced through continuous reflection and evadnatf selected

methods and approaches, along with experimentation and iteration throughout the
fieldwork. Thus the initial research design was tested and adapted based both on the
effectiveness of the methods in helping to explore the key questions ofebearch, as

gStft a F2N NBaLRyRAY Maicud, 1998)kKdeed tha @fledve dzy R

I LILINRF OK f SyRa AGaStT Sttt (2 YIFIAyGlAyAy3
studying the social world iiia Yy I GdzN>F £ aSGOAy3azr NI GKSNJI G
positivist or scientific approach is defined (hiyammersley and Atkinson, 2007, p. 8)

I OO2NRAY3 (G2 1 FYYSNEEfSE YR ! 41 AY@RAE WgS
be shown to be problematic, while leaving open the possibility that what currently is not

probf SYFGAOZ Ay (GKS FdzidzNB YIe 6S02YS az2Qo

| discuss in the following sections thgategiesl adopted in attempts to avoid any power
imbalances that may occur between the researcher and the researched, in relation to each
particular research method. lgeneaal, it was important that | communicated to the
participants the aims of the research, what would happen with the information they gave
me, that they had a right to withdraw from the research and had the opportunity to

remain anonymous, as well as gettipgrmission ér taking photographs and film.

3.5 Case study method
The case study is described by Merrigi88, p10)F & WIy Ay (iSyairo@Ss K
and analysis of a bounded phenomenon such as a program, an institution, a person, a

LINEPOS&as 2N I a20Alf dzyAd Qe LG é6la AydSyR
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wouldnotexisi | & WAaz2fl G§SR SYLANROFf Syl dzANRSEQ
1Y 26t &iRAPY p21). It was thus considered important to have a wide

understanding of the general context of handloom and education in India. Early field visits
involved conduting exploratory studies to gain a broad understanding of the handloom
industry and the work being done loevelopmentorganisations. | undertook a

preliminary visit in September 2014 to the two main rural design education institutes | had
identified as ptential case studies. | approached the gatekeepers to request access,
identified potential participants and conducted pilot studies. This visit enabled
WRSGSNXYAYAYI (GKS FSIFHaAoAtAlGe 2F GKS RS&AAN
suitability of he organisations based on the aims of the research. Finally, it enabled me to
RSaA3dy GKS OFrasS addzRASa Ay &adzOK | gl & GKI
testing and deciding between multiple/single cases, developing protmbtefining

relevant data collectio (0 NJ ((iBidp B Q

During the initial visit, | considered it important to determine whether there were any
additional initiatives running similar educational programmes or pioneering attempts in
handloom development. | vitked Weavers Service Centres, a governmidradi

production unit and spent time in major cities to conduct pilot interviews with individuals
holding key roles in craft development. Following the gathering of literature and
YSiK2R2ft23e LXIYyyAy3ds GKS FTANBROG LK a&asS 27
January 2016, allowed more time and funding for additional visits to handloom
organisations and communities across South India. In Andhra Pradesh and Tamil Nadu,
both states with large decentralised powerloom and handloom industries, | visited some
powerloom units to gain an understanding of the sector of the textile industry that is
widely viewed as a threat to handloom weavdralso visited handloom development
initativesas potential additional case studiehese firsthand experiences along withe
histories of the move from handloom to powerloom in India discussed in chapter 2, helped
to locate the approaches to handloom development against the powerloom industry, the

reasons for its survival and preservation, and its relevance in contempaodigy |

At this stage, it was decided that any more than two case studies would make the study
too broad and impact on the ability to study the two cases initially identified in detail.

Therefore the case study selection was finalised to two: Somaiya Kdi@a{{SKV) in

70



Kachchh and The Handloom School (THS) in Maheshwar, because these were the only two
institutes | identified conducting formal, lortgrm curricula for traditional artisans.

Conducting two case studies meant that | would always have less atadeling of each

than were | to conduct one by itselHoweveraccording to Yirf2009, p. 29)examining

one case study against another is more effective than analysing just a single case and
WSyl 6f Sa thekehatioashiplzik @ne @&dghnisation agag (| yFarihétrforne

0KS FTASEtRG2N] AyS8AEXNEIR0 NdETS WrBlEMIR R, ag’ Iy dzf (0 A
discuss belowdi dzZRé Ay3 GKS OFasSa If2y3aiARS SI OK 2
example, whether they are competitive or collaborative, and in turn how this impacts on
GKS FAYa 2F SIOKI I yR HwaSimpokartdo rezdhnisé ks NI a
distinctaims of each and the differing contexts they are situated within while making

comparisons.

Finally, it was decided that particularisation rather than generalisation of studies would be
most appropriate for this study. Generalisation involves taking tle®ties developed

from a single or collection of cases and applying them to others, to understand whether

the same analysis could be true of other similar cases. Having found during my exploratory
preliminary field trip that each handloom region has a disticulture, challenges and
resources, particularisation was deemed more appropriate. According to Sif20n4, p.

465, LI NI A Odzf  NAal GA2y OFy WOl LJidz2NBE YR NBLX
present in a way we can all recognise. [In this way], we will discover somethumiyefsal
AAIAYATFTAOFIYOSQd ¢KdzAX G2 NBAGSNIGS || LRAYD
presentation of the findings from the two-lepth case studies will tell a story that

readers may be able teecognise an@pply to their own context.

3.6 ¢ K SthrW-8ase stud negotiating research sites and time in the field
Choosing to conduct two case studies each in a different field site, méagtdzt ey Q i
spending WLINRPf 2y 3SR LISNA2R Ay (KS FAStR-FYR
sharid 3 NRadkzedlenkins, 2018, citing Hammerslelpwever, Parkedenkins, an

education etmographer, acknowledges that ethnography might be conducted in different
aLJ 0Sa yR FT2NJ RAFFSNBY(G fSy3ji&kagtaadzRsa

drawn from her observation of the overlaps between ethnography and case study method,
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as wellas the evolving and dynamic nature of ethnography. It also relates to the way that
communities have become dmentred and dispersedue to globalisation (see also

Angrosino and Rosenberg011, p. 472)Globalisation, in terms of the increased

movement of peoplegoods and ideas across both international and national borders,
NFAadSa ljdzSadAazya 2y gKSGKSNI ARSIA YR 0SK
community or have come from elsewhere. | mentioned in chapter 2 the importance of
avoiding the representationf nonwestern communities as passive recipients of
hegemonigolicies and insteadconsidering multdirectional flows of ideas and the

agency of local actors to adopt and adapt such influences to suit their own needs.

These observations of ethnographesearch in the context of globalisation are

particularly relevant to this research. Weavers in both Kachchh and Maheshwar currently
daUNI RRES YdzAf AL S ARSYGAGASE a GKS& FdGdS
while attending further eduation, interacting with tourists, buyers and designers in

person and online, and in some cases, travelling abroad and exhibiting hernigdpalleries

and boutiques. Neither of these locations are culturally homogenous spaces, cut off from
therestoftheg 2 NI R & YIyeé aOfl aaAraoéeé SOGKy23INF LK
GKSe@ NBLINBaSyd GKS wizalrf az20Alft 2N Odz Gd
FYy20KSNIJ I FFAL AL ( 8\Rgrogiro arfd RasénhBerg(PRITAB2YUL ared Q
diverse and multfaceted globalised spaces. In Maheshwar particularly, weavers travel

from different parts of the country to study at THS, as well as to cities which host
exhibitions, higkend shops and the residences of important patrofigraft. While it was

not possible to be iall these places at the times participants were there, it was important

to experience and undertake observation in these places where possible, because all were
sites in which important activities related toghresearch objectives took place.

Additionally,| met with both urban designeentrepreneurs and weavedesigners at home

in the UK.

Furthermore, | was not aiming to capture a full life cycle of an individual or group of
individuals, as this would not haleen possible within the institutional boundaries of the
PhD; but the experiences of a range of students and graduates of each institute. It was also
for this reason that multiple visits at different times to the field, along with online

engagement in theneantime, was preferred so that | could both meet new graduates and
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determine the progress dftudentweavers between meeting them on campus, and then

several months after they graduated.
Wh@PSNItfx GKS 0SYySTA casedtdidy @¢adtit: 2e Ay 3 (KS

Seds boundaries for the researché&r

Acknowledges that it is a study located within a richer, wider context
Gonveys the sense of conducting an inquiry with people, employing
ethnographic technique®

1 Suggests limited research time and immersion in the context and/or data
1 Gves the reader some level of expectation in terms of the project results
I YR O@Parkeyeakins, 2018, p. 25)

= =4 —A

¢KS IY2dzyd 2F GAYS L ¢62dxZ R aLISYR,profecti KS ¥
GAYS T @FAfTFIotS | yR (JéfflepandNTomén| 2002, 53BNRA Sy G | G A
alJLINB I OK Ay @2f @SR | Wa S diredby X8tBey ang Tr@rddv A (G (0 S
(ibid) as aflexible approach to the frequency of site visits over a longer period of@me

This approach enabled me to navigate the various locations and the different schedules of
each case study in terms of workshops and classes, as well as events and exhibitions

occurring sporadically throughout the period of fieldwork.

Another benefitoftts a4 St SOGA GBS AYUGSNXYAGGSY(d GAYS Y2
visits to reflect on my observations and conversations with relevant theories to interpret
GKS RIFGF FNRY GKS AA0SQ O0AOARI LI pnmMOX |
of the methods and make plans for improving these for the next visit. This mode allowed
for flexibility to respond to changes of schedules, the availability of the respondents, and
finding out about important events at the last minute, and naturally occurring
conversationslt also allowedor tracking the progress d@he caseover time and noting

any changes or developments taking place. On return visits to the field, | could meet
weavers, faculty or staff | had met on previous occasions who would oftdse stp
conversations without the need for interviews. Such individuals would update me on
specific events that had happened, new developments in the institute such as changes to
the curriculum, and weavers would inform me of new clients they had gainedhigahs

they hadattendedand new collections they had developed. Furthermore, in between the
visits the use of social media, while perhaps only on the surface level, was useful in

1SSLAY3I GGNIF O] 2F (KS LINPINBIa eandthefedntsh y & i
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or exhibitions they were becoming involved in, and hearing about key events that | might

then be able to scheduledditional field visits around.

3.7 Sampling and identification of participants

Having conducted a broad scoping study asresveral handloom clusters, | was able to
narrow down the selection of cases and participants based on the research objectives as
mentioned above. Selecting participants to interview was relatively simple as there was

not a large population to select frgnas might be the case when studying a whole village.

It was not possible for me to interview every single graduate of each institute, mainly due
to our availability not always matching up, or in the case of THS, the graduates living in
different parts ofthe country. The list of KRV and SKV graduates is on their websites, and |
gra tftaz2 3IABSYy ylIYSa oe aidl¥F Ay (GKS 2NAI
the artisan. Staff working at THS passed on details of graduates in Maheshwar and other
regions. | had met some students or graduates during the preliminary scoping visit to the
campus or their village, and | was referred to some through a friend or colleague.
{dzoaSljdsSyGtes wayz2g¢oltt al YLIEAYyIQ yI GdzNT f

me to others.Consequentlyinterviews were arranged with the help of my interpreter.

| took a similar approach to identify teachersvould meet some at the exhibitions or
other events as well as at the institute themselves. | was referred to some tesabliestaff

at the institutes, and again snowball sampling occurred.

The following sectiomdiscuss the ethnographic techniques that | employed to collect data
and to develop accounts of individuals associated closely with the case instastesl|
asin-depth profiles of the institutes themselves. The individual methodkude

interviewing, observatiorfparticipant and moderatg analysis of documents and artefacts

and visual ethnography.

3.8 Interviews

[ 2Y&ARSNAY3I | ySSR L2 NIWOOPaIkBS¢KER0I1E 25054 2
F2N) 0KA& NBASEFNODKI AYyUuSNBASga sSNB asSt Soid
experiences of design educatidnterviews were conducted wittariousparticipants

including weavers within each case, both those who had been through the design
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education and some who had not, foundeéirectors, coordinators and other members of

staff and teachers at both institutes (séppendixBfor full list of intervews). Interviews

were planned with founders, directors and those involved in more prominent positions

with the organisations as early on as possible, for two reasons: First, to ensure they were
aware of the aims and direction of the research and how ithinéjfect the organisation;

second, it would help to get an initial insight into the main aims of the organisation, their
202S0GA0Sax YR K2g (GKS 3IF1S1TSSLISNAQ LINBaA
direction and effectiveness of the educatiomcawhat might happen if they were to not

be a part of the organisation.

2 KAES AG gFa AYLRNILFYyG G2 y20S GKFdG 6SI @S
2 dza ( 32&sany itér@eter explained in Maheshwar, the ways participants responded,
whether more openly or less confidently would reveal some of the effects of the

education. Furthermore, it was apparent that those participants who had been through

the design and business education were keen to be interviewed, hoping that it would raise
their profile and make their work known, and they would talk openly and enthusiastically.
Interviews with weavers who had not been through education often showed either a
reluctance or shyness in answering questions, and uncertainty over the reason they were
appNB I OKSR (2 0S AYUGSNIBASGSR® Ly U HKtibeis aSy a
useful, that

WCANRGE 02N} f FOO2dzyiase Oy 6S NBFR F2NJ g
tvhey refgr. Second,, we can gnalysg tpem inAterms pf thg persgectivgs'mIEy, the o
RA&AOdzNBEAYS auUNFX0S3IASE UKSeé SyLXzesx | yR S¢
(Hammersley and Atkinson, 2007, p..97)

During the first field trip informal conversations (Bernard, 2006, p. 171) would occur or
unsolicited accountHammersley and Atkinson, 2007, p. 9&uld be given during
observations of classes at the institutdsis also happenedlring my weaving

apprenticeship owisits to the villagesrom which field notes would be taken. These
O2yOSNEIIGA2Yya 0SOIFYS dzaS¥FdzZ F2NJ AF G KSNR Y 3
LISNELISOUADPSEAQ O0AOARUE YR F2N ARSigluied T& Ay 3

32 Kanere, G., 2016Veaverentrepreneur Personal conversation with Ruth Clifford, Maheshwar, 6 July
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interviews with.

The interviews were senstructured, which allowed for the collection of reliable,
comparable qualitative data and to demonstrate a clear intention to the respondents (ibid,
p. 173).The same topics were covered with all the respondents intervivedthough
guestions would naturally vary from respondent to respondent, and be dependent upon

their answers.

Before beginning the interview, the reason for the interview and the nature of the
research was explained to the respondefdditionally | explained whain particularl

hoped to find out from them, and what would be done with the information provided. The
nature of the research was also explained on the Information and Consent form, both of
which had been translated into Hindnd were given to participants at the beginning of

the interview. This was both important for ethical reasons but also so that the most
relevant responses were reached. As advised by Bel(2&@b) | explained that | wanted

to know what they thought about their expences and that | was interested to learn from
them about the subject. It was also stressed that they were welcome to interrupt me, ask

me questions or add anything that K laskgdQ

Some participants would be interviewed for a second time if aftengcribing and
translating the first interview scope for further questioning was identified based on the
themes arising across other collected dafzther reasons to interview a second time
would beif the participant had gone through specific changeseirtcareer or business

to capture their voice on film, which I go into more detail about below.

Reflexivity in asking questions was important. Early on | noticed a temptation to feed
IyasSNBR oFaSR 2y GKS {AYR 27F LINBadzZJRaAldAa
FNRY SAGKSNI LINBGA2dza AYUISNWBASsa 2bMfarSEG &
space for respondents to think about how they would answer the question; probe if the
response was quite brief, listen intently to the response without getting caught up in
thinking about the next questio(Bernard, 2006, p. 177and to evalate and identify

ways of improving the interviews to ensuredepth answers and thahe participant felt

at ease.
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3.9 Language

Throughout the fieldwork, | was continuously contending with issues to do with

researching in a different country, as well asnmunicating with participants who speak
several different languages. This meant actively seeking solutions and methods to
O2YYdzyAOFI 4S Ay (GKS Yz2al STFSOGADS (Feb,e G2
2009) Additionally, knowledge is partassimilated through language, thus, to achieve my
FAY 2F OF LWidzZNAy3 +yR dzy RSNERGFYRAY3I 6SI OSN

grasp of their language.

W[ Fy3dzZ3S A& Yy AYLERNIIFIYG LINI 2F O2y OSLI
justa tool or technical label for conveying concepts. It carries accumulated and particular
cultural, social and political meanings that cannot simply be read off through the process

of translation, and organises and prepares the experiences of its spe@Hersple and
Edwards, 2002)

Currently across India 114 languages are spoken. The separation of states after
independence was decided largely on language spoken, #aa$, state maintains its own
identity through its language. Since independence there have been changes in the
constitution regarding the official and national language, but currently botlitéind
English are cofficial languageévaish, 2008)In Kachchhmost ofthe population speak a
minimum of two languages, mostly Kachchhi and Gujarath Bmguages share some of
the same vocabulary and along with Hindi, derive from the 4Adgan family. Kachchhi
does not have a writtefiorm, and therefore GujaratHindi orEnglisharethe languages
that lessons are taught im schools (see chapter &ection 11)Thosewho are less
educated, live in more isolated rural areas and interact little with people from other areas
¢ mainly women of the older generation, may only speak Kachétlhrge numbermnf men
speak Hindi, which includes all the weaviterviewed for this research, and some speak

English*

In Maheshwar which is in Madhya Pradesh state, Hindi is the main language spoken
although the local language, Nimari, which has similarities to Gujarati is also spoken. Like

Kachchhi, Nimari is commonly spoken amongst older women, but unlike Gujarat, where

33 Sinchi is another languaglroughtto Kachchh byhe communities who migrated from Sindh in Pakistan,
including Meghwals, and is essentially the same dialect as Kachchhi.
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Gujarati is most widely spoken with each other, Hindi overall is much more common.

Having remembered only scant Gujarati from my stay in Kachchh in 2008, | took a Hindi
course at the start of the PhD, considering a large part of my fieldwork would be in
Maheshwamwhich is gopredominantly Hindi speaking area, and most weavers in Kachchh
speak Hindi. File(2009)and Templeand Edward$2002)state the importance of learning
languagenot simply using dictionary translations, in attempting to understand the culture
of study. It can help to generate a true representation and interpretation of the research
participr Y1 Q4 NBaLR2yaSo

Whilst having key phrases helped to generate rapport with the particip@esnard,

2006, p. 290)an interpreter was employed to ensure ease of communication with the
participant. The selection of interpreter was important consideliogv that person could

LR GSyaAartte I FFSOOG GKS @GFrtARAGE 2F GKS Ay
voices come acrog3emple, 2006)as well as ensuring that the interpretation wascésse

to the intended meaning as possible. In Kachchh, | was assisted by Kanji, the nephew of
Shamiji Vishram Valji, a key informant throughout the research. Kanji haat Meaving

while he was youngut had decided against pursuing it in favour of stady&ngineering,

for which knowledge of English was essential. At the time of fieldwork, he was teaching in
Bhuj Engineering College and could spare time in the evenings and weekends to
accompany me during interviews. Employing an interpreter from a wedamdy brought

both advantages and disadvantages. Kangerstoodweaving and was well connected to
mary of the weavers we intervievek some of whom he was related.t®his

simultaneously eased access but potentially affected the way the responses were
interpreted (Bernard, 2006). Further, with no experience in interpretation for research
purposes, Kanji was unlikely to understand the importance of such isBhes, it was
important to explain to Kanji the purposes of the research and the importancettihg
RSGFAf SR NBalLRyasSad L YIAYyuUGlrAySR | g1 NSy Sa
suchastha! RSTSNBY OS STFSOGQI 4KSY AYyTF2NXNI YA
toknowz | & ¢Sttt |a GKS wWazOAl f yoRBhatkhsyttonk f A G &
gAftt YIS O@&nardf2008,p. 1Ha tB &lapt my approach accordingly.
One way of ensuring the validity of interview responses was to conduct additional

interviews, with different interpreters and in different circumstances. When filming

78



interviews more operended questions were asked &low for the participant to lead the
discussion, and many participants would talk for long periods of time. Triangulation across
methods was also important in analysing one data set against another to ensure the

validity of the data.

For the initial inerviews in Kachchh, | encouraged weavers to use their metrague,
Kachchhi to respond in, based on most weavers telling me it is the language they best
express themselves in. After having conducted several interviews, | faced difficulties in
finding prdessional translators who understood Kachchhi, a language particularly difficult
to transcribe as it is not a written language. Eventually a friend and guide who had also
worked as an interpreter for some of the interviews agreed to translate and traresarib
selection. Learning from this experience and noticing that many participants, particularly
those who had been through the education or travelled more widely, were comfortable

speaking Hindi, | proceeded to conduct subsequent interviews in Hindi.

The ug of English in interviews, particularly English terms tocdég elements of design,
wasitself an interesting phenomenon and one that helped to determine knowledge
develgment. English is taught at SENd is a key part of the THS curriculum. Many

Engd K ¢2NRa | YR LIKNIaSa INB dz&aSR Ay (KS RS
Wy SI+tRA®EAODSQT yR (GKSasS (vhikgmwingS1i&8lS dza SR
examplesn their work. Furthermore, the use of English terms for describing basic design
prindpals rather than local termséi dzZ33Sa G SR (G KF i &adzOK 02y OS L
context and made it important to examine design innovation alongside the spread of
English medium education in India. While it has been suggested that colonialism was a
thNBF 4 G2 f20Ff €1 y3dzr3Sa YR RAGSNAS ARSY
2T LRaGO2t2yAlLf 2NASyGltAayYy y2a I LILIX AOIof
RSOSt2LIYSyld AYyAGAlIGAGSa | yR \Joddfiodabskilyisa o K I
3t 206 £ A aAWash 308p. 24 Mde€, English need no longer be viewed as the
colonial language, and Indians and those of other former British colonies have taken full
possession of IS PA RSY OSR LJ NI A Odz I(Kuthari addySnelf, RO$1Fadza S
artisans, it is seen as useful for either conmegtwith global marketsr escaping their
hereditaryproS 3 a A 2y |y R IS dARA YT NN F2220RD Wo KA U S
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3.10 Translation of interview recordings

A combination of strategiewasundertaken to transcribe and translate interviews

conducted in the local language. One involved my own transcription of the English
interpretationbut listening carefully to responses in the local language for tone of voice

and pauses, and if in Hindgrmsor phrases | understood. Subsequently some of these
interviews were selected to be translated and transcribed by a professional translator. The
reason for not selecting all was in part due to financial resources avaitatden part due

to the need to mrrow down the interviews to the most relevant along with those that did

not seem to have been fully interpreted during the interview. A professional translator

was identified via the internet who took on the job in a very reliable andeipth manner,
capuring all the pauses, utterances and punctuation. | thus ended up with my own
AYOSNIINBGFGA2ya f2y3a gA0K GKS AYyUGSNLINBGS
WONRALI S adzwoe2SOGAGAGEQ YR &2 A0 &I & AYLR2N
I FFSOGSR G(GKS 20KSNY We¢KS AYOISNLINBGSNDa S
GKS O02YYdzyAOI 6AGS LINRPOS&aT | yR ObilepiZd®, Ay i
p. 64)

The analys process, which | will discuss in more detail in section 19, involved carefully
interpreting meaning andhaintainingawareness of both any preconceived notions | had

of the respondent or ideas of themes | was looking for, as well as the potential fafloss
meaning or misinterpretation via the language difference. Filepp (ibid) outtieesral
strategies to adopt to ensure correct interpretation of meaning in the process of
translation. Those relevant to this research incluidack translation; consultadn around

the use and meanings of words and phrases identified as problematic with people who are
bilingual; andfre-testing or piloting the research instrument in the local culture; to ask
respondents not only for their answer, but also for theirintll B G G A2y 2F (G KS

meaning? 0.A 06 A RO

Thetime it would take to follow theseproceduresvould havegonebeyondthe limits of
the researchHowever it wasimportant to be awarethat languagegpeaksof a particular
socialreality that maynot necessariljhavea conceptualequivalencen the languagéanto

whichit isto be i NIy &(Templearitl Edwards2002,p. 5), and consultationwould
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often occurover particularterms andtheir meaningsan the localconext Finally,asl will
discusdurther below, audio-visualrecordingsof interviewsenablethe vieweror listener

to hearthe LJ- NJi A @Wnluicgratieeéthan that of the researcheror translator,aswell
asto seenon-verballanguagegesturesandinteraction with the LJ- NJIi A @dAvirdhnyeiit Q &
andtheir designedandwovenproducts.AddedEnglishsubtitlesbasedon rigorous
translationsdoneviathe processdescribedaboveallowfor the LI NIi A @tbridb r¢achQ &
awider audiencethat canmaketheir own interpretations.Indeed,asMarcus(quotedin
Angrosinocand Rosenberg2011,p. 470)states,the resultsof ethnographicesearchcan
neverbe W NB R de@fodnfofknowledgethat canbe packagedn the monologicvoiceof

the ethnographer £ 2y SQ ®

3.11 Visual éhnography: film and photography

Visual ethnography was an additional strategy adopted to handle verbal language
difference The resulting recording®ere analysed against and alongside autkoorded
interviews as a form of triangation. Further, the nature of the subject of study is

inherently visual, active and embodied, and so it was important not to rely only on verbal
fly3adzZZ 3Se® ¢KS @Aradaf SGKYy23aNI LKeE | LILINEI OK
and technologies in @ L)X SQa S @SNE R &(PitkA2a0S @ 7) AdditonallyR Sy (i A
WAYIlI3Sa KIFI@S (GKS FoAafAGe G2 S@P21S RSSLISNJ
(ibid).

Throughout the fieldwork | carried a compact digital camera, which | usesctood my

route and pathways through the landscape | was explof8mradley, 1980)as much as to
NEO2NR ¢KIFG 6Fa WAY FTNRBYyG 2F GKS OF YSNI Q
adopted as tools to capture the nererbal aspects, sensory and visual experiences that
could not be capired in field notes and interviews alone, and to address the observation
YSYGdA2ySR 62@0S (KIFG WSl OSNBR R2y QG Gl fq
useful iNANSO2NRAY3I (GKS LINRPOSaa 2F GoKIFG LIS2LX S
LIS 2 LI GHodaldr, a%98)in interviews and written document®uringmy second

fieldwork trip | hired a film maker to do this in a professional way with a view of using the
film as dissemination of theesearch to broader audiences, as well as to provide a visual

documentation of the processes involved in the craft, learning and designing, in the home,
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workshop and institution. It happened quite naturally that many of the weavers we visited

to film their practice would openly talk for the camera, in fact more so than the previous

trip when interviews were only auditecorded. It seemed that the graduate weavers were
keen to tell their story, so | continued to interview some of the key informants on Fitm.

GKS FTAEY AYOGSNBASga: || fSaa RANBOGAOGS | LI
respondent to talk at length on their own terms, as opposed to more directive

j dzS & G XHayirkeysByand Atkinson, 2007, p. 101)

Figure3. The researcher discussing old and new designs with D&yadakcha

Having the interview on film serveskveralbenefits: 1) the camera could capture the
AYUSNIBASSHSS ft2y3aARS SAGKSNI GKS t£22Y 2NJ
which they would then talk through, explaining their thoughts behind the adesgd
O2YYdzy AOIF GAy3 6KI(G ( KiStduRR) GeSiureN,JpdStRreslaind G K S
stance were visible, all of which are a form of (body) languagec@)ld also be in the

frame, rather than behind the camera, which had the potential of challendivisions

that can be created between the photographer and photographed or researcher and
researchedPink, 2007)4)Each of the participants became known, and their own voice
heard rather than that of the researcher or interpreter. This helped both to avoid any
misrepresentations or misinterpretations, but also avoid any notionghohgmity of
craftspeople or reinforcement of the notion that craftspeople exist only within collectives

or communities. Finallffilm has the ability to challenge the notion of written (or drawn)
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language having superiority over embodied knowledge, andgeising thatocal
1y26ft SRAS YAIKI WKI S (PMier20BIHp.BSE 0Se2yR f

The film maker had previously done some filming in Kachchh and met many of the
participants we interviewed. This helped in ensuring the participants were at ease.
decided against employing auditional interpreter due to the concern that we would be
too many people descending on the modest dwellings and quiet villages of the weavers.
All the weavers interviewed spoke fluent Hindi and appeared more comfortable talking to
the camera than they had been on the previous wsien they spokeither in Kachchihor
Guijaratiand only had their voices recordedhis could have been due to the respondent
feeling more at ease with an outsider as interpreter or kexto perform for the camera

or tell their story to a wider audience. While there was some repetitibmfmrmation

given in the previous auditecorded interviews in Kachchhi, there was significant
additional information and so analysing the interviews alongside each other as well as
alongside documents and fieldnotes, ensured data validity and credibaving Hindi
interviews made it easier to find a translator to work on these. The same approach was
adopted in Maheshwar but with a different film maker, one local to the region. Because
this film maker was not familiar with handloom, it was importamigive detailed

instruction regarding the positioning of the camera when filming the weaving process.

A reflexive approach was important during filming which was sought by recording and
evaluating intentions behind particular photographs and film shotsl, maintaining

I g NBySaa 2F ¢6KFd ¢l a 0SKAYR FyR 2dziaARS
awarenes§t YR (GKS WEAYA(GA 2F QA adzZPNKG2007h NBLINS &

3.12 Observation: moderate and active

Observation is viewed as a key strategy of ethnographic inquiry, taking place in the

Wy I (G dzNJ £ f(Radhinerste§¥ and Adkindodl 2002 2 102hich for this research
included the SKV anTHS campuses, as well as galleries, shops, the SKV fashion show, the
gAftr3Sa FyR 6SIFGSNRQ K2YSad ¢KS RIFEGFE NBC
RIFGF NBOSAGSR FTNRY AYUISNBASEA | yR OAOS @S
(Pradley, 1980, p. 605 & O2y RdzOG0 SR> gKAOK Ay@2f @SR Yl
0SAY3 Iy AYAARSNIIFIYR Iy 2dziaARSNIR® L ¢ 2 dA
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where possible. Writing as if the ethnographer were not present which twentetitury
ethnographies aimed for, is no longer considered necessary or indeed pggsilgi®sino

and Rosenberg, 2011Being a white foreigner, my presence was immediately obvious
Additionally, many of the participants knew me as a former designer and there was an
expectation that | would involveyself in the classes, and so it would have been remiss

for me not to participate. Moderate participation involving for example, giving feedback

on designs or helping set up presentations, allowed me to engage in conversation with
students and faculty, gairapport with them, and learn about their responses to the

course, their understandings of the subjects taught, and interactions with other students
and teachers. Moderate participation also allowed for maintaining a more collaborative
relationship with he participants to ensure a balance of influence. This was helped by a
continuous awareness of my presence and of how the participants wanted to be studied,
GKAES fa2 SyadaNAy3a 202SOGAQBAGE GKNRIAK 2
clearlyrecor R ' yR AyGStftAaSyidte AYyiSNILINBGISRQ 6

At times my role took on a more active intervention asp@vtolvingdelivering sessions at

both institutes. At the request of the director of SKV, | delivered a session on marketing
ON}Y FGa Ay GKS 'Y G2 3IAGS ahGdzRSydGa kFy Ayaa
YFTSNBEQ 6AGKAY f dzEdzNE &9 N B GEK A & RLIZAYA TN
value. At THS in the typical format of its flexible schedulgs asked if | wanted to deliver
sessions during the first few days of arriving for fieldwork, and what | would like to teach
ordiscuss (itwaslessformf G KFy (GKS GSNY WiSHOKAYy3AQ ad:
presentations, one on colour and another on social media, based on my own experience
and skills as a former textile designer, regular blogger and at the time, press officer for the
UK Textilé&Society. | then planned the sessions two days in advance and showed the
PowerPoinfresentations to the course director. As | only had an hour for each session, |
aimed at giving a simple brief introduction to these subjects, planting the seeds for the
students to think on and develop throughout the course. Later they would receive more
in-depth teaching on these subjects and it was important not to overwhelm them too early

on.

The rest of the time spent at both campuses, over the course of the two fieldploases,

was spent observing classes, having informal conversations with students, teachers and
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administrative staff, helping in the English classes, conducting interviews with current and
past students and other stakeholders, and, at THS, writing psafileéhe students for the
website and sponsors. The profiles meant the interviews with the students were not only
beneficial for my research but for the institute al€aoing between participant and direct
observationand interventionwas useful in retaimg a certain level of detachment, and

therefore avoiding too much bias.

3.13 Apprenticeship

Since approximately the 1990s, apprenticeship as field method has become increasingly
adopted in anthropological research with communities for whom craft is amitapt

traditional occupation and marker of community identity and cult(ice example; Dilley,

1999; Ingold, 2001; Simpson, 2006; Marchand, 2008; Venkatesan, 2010; Gowlland, 2015;
Collard, 2016)Michael C0y1989, p. 1173%ays apprenticeship is an extens of

LI NOAOALNI yi 20aSNBIFGA2YyS Ay GKFG GKS | LILIN
O2YYdzy A (i@ Whee crafiprdciess oah &drfunicatedepth information about

the community, particularly where these activities are entwined with everydeayahd

involve the individual not only learning the skills but also being socialised into the
community. Furthermore, many of the anthropologists listed above including Venkatesan
and Simpson, discuss the difficulty participants would have in describengrdtesses

involved in their craft and thereforeell researcherso try it themselves. Dille{1999)

describes this métod asW LISNF 2 NI 6 A @S SGKYy23INX LIKEQ I a 3
SGUKY23aNI LIK2QX NBFSNNAYy3I G2 GKS FI 004 GKI G
2yt e WYSRAIFIGSR UKNRddzZAK SY02RASR [OGA2YQd

By adopting apprenticeship as a method, | sought to stepthe weaversshoes, to get a
sense of their view of weaving and learning to weave as well as torhattderstand the
process mysekhind facilitate interviews and conversations with participants in the study. |
discuss my experiences of learningwgad ' YR K2 g (0KAa KSftLISR
own experiences of learning in Chaptell Boped that the apprenticeship would be a good

gl e 27F Wi SI Ny AOHE1989aigndzb. Goody) awiing i dnBerstand how
weavers navigate between the traditional embodied learning of weaving alongside formal

design instruction as stated the research objectives. However, | was aware that this
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gl ayQi L2aarofsS 6AGKAY 2afdinjustlone®dfih bEBe stuify NA 2
regions,considering the weavers themselves begin from an early age and over many years
0KNR dzZ3 K WS SR LK S X} 0 §Lavke Al Weddgel,19913na tfiede are

variations in weaving between the two regiohsindertook theW/ &J # NI} RAGA 2y & Q
aimedat non-traditional craftspeopleorganised by SKahdheld in Bhujodi in the

workshop of Shamji Vishram Valjhelcurriculum for the weaving course was developed

with the weavers who were paid. This was beneficial because itwel®rganised and

avoided any difficulties with taking weavers away from their duties and negotiatingl pay

paid SKV directly for the course with a research grant | had been awaktadgver,

there was a risk of bias on the part of SKV, being the nragianiser.

Nevertheless, the course was useful for getting to know better the rhythms and routine of
the village, understand the mental and physical skills and characteristics required for
gSIFPGAYy3 (G2 | 3I22R adl yRINRX afyhOliodgRinda K S
YR KSINIQ ola dd2fR G2 YS o0& aS@OSNIt oSI ¢
observing their work and receiving feedback on mine. Furthermore, the apprenticeship
created the space for spontaneous conversation to occur basednoore shared

experience, which helped to avoid hierarchies between the researcher and the researched.
Inthis sense lcouldrelate ®2 6y S8 Qa4 SELISNASYOS | LIWINByYyGAO
he created a meaningful local identity with which his subjé&cisw how to interact

(Downey et al., 2015, p. 18§4nd suggests that informants are likely to relate to a

researcher more if she involves herself in their work:

W yEALS GKS 02y @Sy i subjfdt relatighi & grivikding el Ky 2 3 NJ
educatqd outsifjeror at Ifaast grf;mting :[he ethnographer a degrgerf independence, thg
masterRAAOALX S NBfFUA2yaKALl ySOSaal NAfe O2ya
| considered undertaking a weaving apprenticeship in Maheshwar at the HSVN training
centre (see chapter 6, section 2), but the courses here were held over a period of four
months which my fieldwork schedule would not allow. While research finances would no
stretch to fund an apprenticeship at WomenWeave, such as the one Varsha (see chapter 6,
section 2) undertook, | spent long periods observing Varsha at her loom as she practised
the skills she was being taught while asking her about how she felt abotlgahang

experience. With the knowledge | had gained during my apprenticeship in Bhujodi, | had
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the basic knowledge of weavirtig understand what | was looking at when observing
Varsha, experienced weavers in Maheshwar, and the students and graduates at T

Handloom School.

3.14 Recording apprenticeship

¢CH1{Ay3a y2G4Sa 2N we2aidAay3aQ gta y24 & LINI
immersion into learning, as it was during moderate observation. Wiilerked on an

expanded account (see sectiBri6) in the evenings,set upa camera to film parts of the

f SFNYyAYy3 LINRPOSaax YR G2 WOF LIidz2NE GKS Ydz
AYGSNF OGAzya GKFG OFy GF{1S LXIFOS 0SGeSSy
data was then useds units of analysis. Further, in the same way experienced weavers find
verbalising knowledge difficult, it was easier to record my learning in a visual way to

OF LI dzNBE gKIF G ¢l a LKeaAOlffte Ay@2t SR Ay |
underst Y RAY 3 Q 65 A {DSwnay, Dalidowips athd Masoa, 2015190)used

static cameraso film dancers and musicians, which facilitated recall and later analysis.

W+ ASgAy3d (K Sprolgtbiidreaté&d a hel expiénde in its own right, one
GKFGdG KIFEIR G2 0S FNIXYSR o0& aiAfttSR lylfeaaa
neighbouing weavers also took photographs and videos on mobile phones of their own
accord and would share these with me. This became useful in making the experience more

AKFNBR a ¢Sttt a aSSAy3a GKS LINRPOSaa (KN

3.14.1 Drawing

During the apprenticeship there wergeveral occasionshen | would be required to wait
F2NJ §22Ya (2 o0S aSid dzid be mpined. Ndese dnedjfadided K I {
space to chat to my teachers, make notes or observe what was being done on the loo
Drawing wagarticularlyuseful for understanding the technology. With the help of each
teacher | labelled each part of the various tools, the loagsan (warping frame)paenfor

sizing and starching the warp, tlmho for transferring the hank onto # bobbin and the

bobbin winder.This helped in understanding the technique and the technological language
used by the weavers. Drawing is useful for paying full attention and so can almost have the
2LII2aAGS STFSOO 27F LK2 G 26aNIvdtdKilg the pidcdsd, buy = &

looking through a lens and creating your own image. Drawing the woven objects in the

87



way Wettstein(2014)did for her study of Naga textiles, would also haverbeseful, but
because it would have involved significantly more time, and objects were not the only
focus of the research, was not deemed a priority. Drawing the woven objects would be

something to consider for further research.

3.15Field notes

Takingnotesis considereda key part of observationin ethnographidieldwork, usedto
documentanddescribein detail, W Im@uichaspossibleof what is perceivedto be relevant

in the researchLINE O(Salegaiti Thomson 2016, p. 254 citing Walford). It allowsthe
researcherto removeherselffrom the culturesoshecanWA y i S f wi@iBdK SE@Ra36S
andheard,put it into perspective andwrite aboutit O 2 y @ A Y(Befngrd2005,0. 277).

At the site of observationor immediatelyafter, | would take quicknotesoraWO2 Y RSy & SF
I O O 2 (Bpfaiill€y1980,p. 63) of my observations] would then write up an ¥xpanded
accounfat the end of the daywhen | hadmoretime. | alsokept a separatefieldwork
journalwhich, like a personaldiary wasusedto setaimsfor the dayandto record

experiencesfears,mistakes preakthroughsand problems.

Thom2y | yR /2t S0 $NAISY 4 Ké NA SHA hERvEentiieNidldaotey 3 R
YR FAYLFE NBLR2NISEZ Aa Yy AYLRNUOFYyG LI NI 27
YSEYAY3 2F AYyAGALIE FASt @diesartsl Tomdon/ B16ip/ 2 6 S
257). These stages involdeombining the descriptions made during observation with

analysis ofts meaningsand combining this analysis with analysis of interview and film

data, docunents and the literature review.discuss how | approached this analytical

writing in section 3.19.

3.16 Analysing textiles

As dscussed in section 3.13, so@althropological literature informed the analysistog

weaving process in a technical, educational and social carelditionally, artefacts

including both woven objects and written documents, supported the understanding of the
learning,designing angroductionprocesgsP ! NI STl OGa aSNIBBS | &4 Wi
OKNRdzZAK IyR ONBIGS O2yySOGA2ya | NBldgyR ¢ KA
2006) Material Culture is a discipline that brings together the study of objects and people,
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NE2SOiAy3a WIiKS Rdz f A @Mer, 2005, @ 8)@hicls dcéordingi®R Y I
Tarlo(1996) early social anthropological studies in India, were guilty of. Developing out of
anthropology, the discipline focuses on the objects, clothing and things usedltbyesas
representationf social redtions. These theoriesan certainly be applied to cloth in India,
which has been imbued with ceremonial and cultural importance at various stages of an
AYRAQGARdZ £t Qa f AFSOe& Of S3doth &an doBrhuhicate dottidey S E C
identity andstatusof the maker, wearer and their respective communitibased on

choice of notifs, colour and materiaFurther, br weavers, as discussed in the previous
chapter, cloth symbolises their identity, both as contradictoiigllutedimanual vorkers,

and as creative artists

Distinct to theories of semioticsuch as Saussuathich argued that since all cultural

objects convey meaning, they can be compared to lang(ig#, 1997, p. 36within
anthropological, sociological and material culture theories of art, objects are ascribed with

I WA20AFE tAFSQS |y | 6Af A (Appadurdi, 19883RIK I 0S| 3
1998)

Thus the understanding and analysof yarns, tools, technologieso 2 G K Wi NI RA G A
f22Ya YR WY2RSNYyQ LK2ySa IyR Fye 20KSNJ L
weaving of clothisimportant in tnderstanding howeach influencehe transformation of
GKS Of20KZ AlGa @I t dsitud, l¥vil oflskilchdicazdng Cafectadtigs ¢ S |
YCraft is]a vital and fertile means to understand the relationshgivkeen places, people

Iy R { Nike istabyX[&aft] is a tool that people use to negotiate their roles and places
GAOKAY G(KS YI (i SNX I {DeNicglRand \ilkdséniebeS201B5) N2 y Y S v

Analysis of woven cloth often took place alongside interviews or together with the
weavers of the cloth, and the cloth itself facilitated conversaevidence of its agency)
documented aspects such as nist types of yarrandyarn counts Aselection ofthese

can be found irchapters 5, 6 and 7 and the appendix. It was considered important in this
research to collect samples and photographs of textiles, as well as-gisdial records of

the interaction between the weaver artds textiles, to communicate the biographies of

both, eachof which inform the other.
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3.17 Analysing text

In this researchwritten documents(alsoartefacts of material culture, included institute
curricula, annual reports, emails, written reportsenfents, administrative documents,
application forms for the schools, news clippings and media artiatewell as surveys and
reports conducted by the institutes or external organisatiohscessbile and low cost,
documentsgive historical insighfHodder, 1998, p. 111\hile they may have been

carefully constructed, they are naturally occurrig®jlverman, 2001, p. 158) Kl @Sy Qi
produced at the intervention of the researcher in the way that interviews have, and thus
show what the participants are actually doing in the woHdvasimportant to examine

how the documentsstudied wereused in context, howhe two case study institutegse

these records, and how mudheir ways of working were dictated by the documents
(Hammersley and Atkinson, 2007, p. 168verman, 2001, p. 1540 dzZRSy 14 Q & NA
producedduring thedesign or business course F2 NY¥SR S@ARSYy O0S 27F
0 KS O zhnindails ahd Atkinson, 2007and helped to understand how the weaver

had responded to teaching and in what other ways the school influenced his weaving

LINF OGAOS® CdzNIi KSNXY2NBZX prépdedBydeasignorkelfed OK 0 2
to inform ways thaliterate knowledge impacted on embodied knowledge, as discussed in
chapter 8, section 4 (considering the equal status and similar root definition of writing and

drawing).

Statistical reports conducted both by the institutes and external organisationsqaoa

useful addition to capture statistics such as earnings, numbér&f NB&A Q SBdLIS NA Sy
other attributes that may not have been captured in interviews. These details could then

be crossreferenced and inserted into profile matricéBernard, 2006)o determine, how

for example, numberof yJeNE Q SELISNASYy OS 6SI @Ay3 2N ydzy
AYyFedzSyO0S | S+ OSNNa SELISNASYyOS 2F RSaady
potentially low validity of this information considering that often rough estimates were

given ratherthan exact numbers. Often participants did not want to disclose their earnings
and keeping a record of age is not viewed with the same importance as it is in the culture

of the researcher, particularly amongst the older generation, many of whom might not

necessaty know their date of birth.
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3.18 Social media

Social media and the internet as a whole have become increasingly recognised as
important both as repositories of research tools and objects of researching in their own
right (Sharpe and Benfield, 2012, p. 1@3) 9 0 Ky 2 ANJ LJIK& A& Ay ONBI &,
0 KNR dz3 K { iGe, 2090Jirsleé¢df f6r ihi@ research, the internet, particularly social
media has served both as a useful communication tooligtasning engagement with
research participant§Sharpe and Ber#ld, 2012, p. 193)and as a space for conducting
observation, online communities beifgpmmunities of intereg@ather than'¥ommunities

of residenc€lAngrosino and Rosenberg, 2011, p. 4T3) the one hand, social media
userscanfl a 3dzA 4SS G KSANI WiNWz2SQ ARSYGAOGASAE | yR
natural behaviour, language or facial expressions. On the other hand, for this research it
was useful for aiding understanding of the increasing importance of social medtaefor t
weavers in this study, how they present and view their work as well as the way it is used
for gathering inspiration and connecting and interacting with markets and peers. As well as
communication and platforms for learning, social media and the intelnaee also been
significant in challenging social and geographical barriers. | discuss these effects of social
media in more detail in chapter 8. In terms of communication, students and graduates
would send ne images of their work on Whaigp, and many ahem set up Instagram or
Facebook accounts during the course. Online research opens up different and perhaps
more complex ethical issues than ethnography done at a physicaMutg.of the

participants | interacted with online | had met in person toajghtheindividualwould be
aware of my research and would have given permission for their responses to be used in
the final report. However, | would usually remind them and if | identified useful

information or images from the online sphere, would agaelstheir consen

3.19 Analysis

Analysis of the collected data was a constructive and interpretive process involving a
continuous and iterative cycle of classifying, refining and revising ,jdedsnterpreting

and reinterpreting datavhichincluded text, images, artefacts and fi(@ernard, 2006, p.
430). It also involved moving backwards and forwards between ideas generated and the

data(Hammersley and Atkinson, 2007, p. 15B)ematic analysis was used to code
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commonly arising patterns or themes throughout tlata, interspersed with writing

about these themes.

The first step involved familiarisation with the dgqBraun and Clarke, 2006y reading

and rereading through the interview transcripts, fieldnotes and documents. This involved
GFr1Ay3 I aSYA20A0 | LINRIFOKE O2yaARSNAyYy3 y
utterances and determin(ing) the full meaning of the text which urfal I & A G A& |
(Denzin, Norman, 2002, p.3%9) { A Ydzt (I yS2dza (2 (GKAa LINROS
I GSN)Y dza SR 0@ dissBofirg the phén@memds, in<pdLiing &hd taking it
apart,analyd y 3 AdGa StSYSyda FyR SaaSydAike & d NHzC
jd2GS&a>x 206aSNII (A 2 ydaecty 9thd phiénahedon it KA OK & LJ2 |
j dzS & A 2Akdambikadioh Bf IWdivo software and hard copies of the data were used to
code the extrats based on arising themeshese themes were subsequently reviewed by
distinguishing between them, identifying whether there was enough data to support each
GKSYSZ YR SEGNYOGAY3I YR LMzidAy3 | aARS
may prove useful at a later stage. By defining and refining each theme (Braun & Clarke,
2006 p. 22), | was able to identify what was important and interesting about each in

relation to my research question and this analysis formed the structure of my discussion

chapters.

Along with various strategies to discover patterns across the themes, one useful strategy
involved grouping interview responses to the same or similar questions together to make
O2YLI NRA2ya | ONRPaa GKSY® ¢KAA Sofidsofimndig Y S
RATFSNEBYlG AYRAGARdAzZ fa t20FG4SR Ay RATFTFSNBY
(Denzin, 2002, p. 355puring the analysis process, it was important to recognise my
LI2aAdA2y a4 NBASIENOKSNI AYy NBfFGA2y (2 (GKS
GKSNBE Aa Wy2 aaiy IuhdipleinkeiptiNedBniuAitds eachMihitk Q o
26y ONAROGSNRLIF F2N S@dndindehdiLifcgl®d 2008/ 1 NIINS G | G A 2

Furthermore, triangulation across data was important in reducing the risk of
misinterpretation, described by Denzin and Linc&@@i(l, p.5 &8 WG KS RA&LJX | &
refracted realities simultaneoudThe process inved crosschecking accounts and

observations and comparing them for consiste(®harpe and Benfield, 2012, p. 194)
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Trianguhtion during analysis involvegbing back and forth from interview transcription to
photograph or film clip, to document, to an interview with a different participant on the
same theme, andason. Going between different participants commenting on a similar
theme, alloved¥ 2 NJ Wdza Ay 3 YdzZ GALX S LISNOSLIIA2ya (2
NBLISIFGFoAfAGE 2F |y fenziSandlindon2¢11, H.Nowdsy G S NL
important to be aware that what was said in response to an interview question by a
participant may have been contradicted by the same participant at another (fione

example,in an informal discussignby a different person or in another documentitten

about that individual. These responses are influenogdeverafactors, as discussed

above in section 3.9. My responsibility was to take all these responses and interpret them
in a way that did not attempt to create a concrete truth, but to presemt evaluation and
interpretation of a particular theme based upon a wide range of material gathered,
triangulated and analyse@nd within the specific conceptual framework outlined in the

proceeding chapters.

CKS YSGIFLK2N 2F (0 KSNOo RKO2 LI dzMIy 2 RISHIDNA O A v ¥
(as well as for its textile associat}dh 6 KA OK Ay @2f SR LIASOAYy 3
NEBLINBaSyilGldAazya GKFG FAL GRenzinks Lischlt ZDasF A O &
p. 5) resulting in something like a montage or patchwork quilt. The piecing together or

WO 2y a i NeHzQ IKASYY =2 (Désigin? 30@2, p. 35&)volved gathering the themes and
patterns to form a coherent whole. Contextualising the phenomenon thus involves
f20FGAY3 GKS &aidNHzOGdzNBa 3 Gask$nEhRnatrakNdeist 3 G
g2NI RQ 0 A didthsSbyrdvigingexiptignllit®ratureand piecing together previous
findingswith my own The writing itself wasn important process of analysis, as much as it

wasfor presenting the findings and final report:

W2 NAGAY3I SOGKY2INI LIKE Aa | 1S@ LINILH 2F (K¢
recognised that the ethnography is produced as much by how we writg #%eb

LINEP OS&aasSa 2F RI G (Hanhierbl& @Gnd AtRinson|QZ B. 1Ry | £ & & A &
Writing gives the researcher the opportunity to begin formulating ideas and theories

drawn from the identified themes, to think through the themes and refine them, as well as

to situate them within the wider context and alongside previdtexr&ture. Thus, the

process described above of connecting categories and themes was interspersed with
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writing. In this sense, the analysis process was not simply followed in a linear way but
involved constant moving back and forth between the entire dagf the coded extracts

of data and the analysis of the data | was producing and writing about.

Initial writing about data involved short biographies of key participants whose stories | felt
were particularly interesting in highlighting some key themeseadeping from the

research. This process served as a form of bracketing, and as themes became more
developed, sections of the biographies would be extracted to develop writing around a
theme. Writing on the findings was structured within headings andrsedadings which

directly related to the themes and stthemes identified in the dat analysis.

3.20 Ethics

In the above sections, | have discussed issues and challenges faced with doing research as
a foreigner with communities and cultures different to myrawVhile ethnographic
NBaSINOK KFa GKS LGSy dAal (@Rngdsho SiYRdBeakeny i v 3
2011) it is also important to take a reflexive approach and maintain awareness of the
impact of the research and the researcher upon the people being studied. | entered the

field already on good terms with some of the people who would become research
participants, an inherent passion for the subject, interest in the work of the participants

and admiration for the people | would meet. Whilst these feelings could risk subjectivity,
they ensured | would maintain respect for all participants, a key cornerstonthicbé

research conduct.

Ethical Approval was given by the University Ethical Review Committee prior to fieldwork
following a submitted Ethical Clearance Checklist Form. The checklist included measures
put in place to ensure the safety, security and retder all participants of the research,

and the university guidelines were followed throughout the fieldwork. The first stage
involved requesting the permission to research the two institutes as case studies from the
gate keepers, the founders and direcscand explain what the research would involve in

as much detail as possible. Subsequently, all participants were informed about the nature
of the research and the reasons for them being asked to participate. This was done either
verbally or in an email ahvia an information and consefdrm which can be found in

appendix D.
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Along with a brief paragraph outlining the research and the reasons for the interview
request, the form listed the rights of the participant including their right to withdraw, and
gavethem the opportunity to decide whether to be kept anonymous, state whether they
approved of their information being used in the final report, whether they were happy to

be photographed and audi@r audicvisually recorded, and for their work to be

photographed. For practical and tirdeniting reasons and for the reason that | simply did

not fully know what would be involved in the research at the early stages, it was not
possible to tell every participant all there was to know about the rese@fie@mmersley

and Atkinson, 2007, p. 211 urthermore, in situations where | condedtobservation, it

was not always feasible to get permission from every single individual in the space being
observed, particularly where the space was public. Hammersley and Atkinson note that
0SOlFdzaS WSGKyYy23INI LIKSNE OF Ni¢Rcorgroziver®d a S I NO K
research process is often limited; they simply do not have the power to ensure that all

LI NOAOALI yG&a FNB FdZA e AYyF2NN¥SR 2N GKFdG 0
particularly more intimate spaces such as the smalleries where exhibitions of studefi2s

work wereheld, | would inform the gallery staff of my research and reasons for being

there and taking notes and photographs.

But it was also important to following up with participants where possible once | had
developed reports, journal articles and papers to be published that included their
information. Where possible | would send these documents to the participant to cross
check information, as well as to check that they were happy with being quoted in the text,

and with any images of themselves or their work included.

3.20.1 Exploitation
The risk that the research could be exploiting the participants in terms of gaining
information from them with little to offer in return was something | was aware of and
concened about from the outset. The project finances could not cover payment for
interviews, but | was informed by contacts in the regionttimost would not accept
paymentand could even be offended at the offer. Care had to be taken when scheduling
interviewsto ensure they would not impinge on order demands or piaagk wages.

Many participants had busy schedules involving travelling to exhibitions or being busy with
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orders. While the artisan participants were welcoming and eager to take time to include
me i their schedule and allow me to interview them, oftentimes | found that they were
saying yes to multiple people or trying to balance too many things. Thus, | had to be aware

to plan my schedule with sensitivity to this observation.

In mostcaseswhenthe intention for the researchto reachdiverseaudiencesvas
explainedto the participants,they couldseebenefitin their nameandwork being
promotedandview suchpromotion asgoodfor businessAsSpradley(1980,p. 22) notes,
WR A | With fdz®antsshould explorewaysin whichthe study canbe usefulto
informantIt wasa little more difficult to convincethe directorsandfoundersof the
instituteshow the researchmight benefitthem, particularlyearlyon whenthe objectives
were looserandsubject to changeln mostcasesit is not alwayslikely that the researcher
andthe researchedwill viewthe researchin the sameway, andthere maybe conflictsof
interestsbetweenthe two. Thus,accordinggo Hammersleyand Atkinson(2007,p. 219,
citing Becker)W I goddstudyis likelyto provokehostileNJB | O indegdyft@ &
stakeholderof the two casestudyinstitutes naturallywould not want their institutesto
be shownin abadlight, but to ensurel wastelling the truth (stayingtrue to the data)in

the final thesis,it wasimportant to maintainimpartiality.

3.21Summary

This chapter has discusst#te methods considered most appropriate according to each
research objective and the advantages and challenges of &adti-sited research and
the WS (-l 8 S & (i dzRéreronyideiedtBeRnost appropriate in terms of the
research aims, to gain a deeper understanding of design education for weavets and
draw out its successes and challengesawing upon thnographc techniquesvas
considered prticularly useful for privileging the perspectives of the weavers and other
participants involved in the education, as well as the social and cultural context of the
textiles being produced. Thus, the data gathered through ethnographic techniques such as
interviewing, observation and visual ethnography, was analysed and compgegaist
each other, acrossach individual casandfrom participant to participant. All the while it
was important to maintain awareness thaach case had distinct aims and weitiated

in different cultural and social contexts. Object analysis was an important method
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considering my own background, personal experience and knowledge of textiles which
initiated the impetus for the research, as well as recognition of the agenclgjetts and
ways they represent the people that make and use them. Fieldwork involved sustained
and multiple visits to the the institute campusesich were the main research sites
interspersed with visits to other weaving centréslso visited cities taisitmuseums
galleries andibraries ando interview key informants with experience and knowledge in
the subject or associatiowith either of the institutes. These methods yielded a wealth of

data which is rigorously analysed, described and interptétethe chapters that follow.
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/a8 {GdRASE

4.1 Introduction

In this chapterl providea backgroundand contextto eachcasestudythis research
focussen: SomaiyaKalaVidya(SKV)n Kachchi{andits predecessoKalaRaksha
Vidhyalaya}s and TheHandloomSchool THS)n Maheshwar pboth the onlyinstitutionsin
rural or semtrural areasprovidinglong-term formalisedcurriculumsfor traditional
artisansin India,andtherefore the reasonfor selectingthem ascasestudies.| givea brief
history of the regionandthe weavingindustriesof each,the developmentof designs,
products,materialsandtechnologyandthen positionthe developmentof eachinstitute

within thesecontexts,discussinghe curriculum,aimsand objectives.

Figured. A view of Maheshwar fort anghatsfrom the Narmada river

34Kala Raksha Vidhyalaya (KR&$the first desigreducation institutein Kachchhlt was founded by Judy
Frater who took the curriculum to new school Somaiya Kala Vidya in 2014. KRV is no longer in operation, but
where | reference KRV, it is in relation to the weavers who studied there while it was active.
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4.2 Maheshwar and The Handloom Scho@lHS)

Maheshwar is a smatlagar panchayat town situated in the Khargone district of
southwestern Madhya Pradesh, a tdwour drive from the city of Indorelhe Handloom
School (THS), located in Maheshwar, is the focus case study as this is where design and
businessaretaught to weavers (those a&ady equipped with weaving skills). However, to
understand the context of THS fully, it is important to discuss the history of the region and
its royal patronage of weaving, as well as the organisations preceeding THS and initiated

by the same founder, R&la and WomenWeave.

I O0O2NRAY3 (2 GKS wSKgl {20Ab2eVay ®#Simil ISE
warpfl2017). Thetown is popular among domestic and foreign tourists and is also

commonly referenced in craft literature, the main attractionsrgethe impressive

sixteenth century fort, Narmada rivgshats(steps leading to the river), temples and sari
weaving. According to the most recent cengG®vernment of India, 2011fhe population

was 24, 411, of which 9,436 were engaged inwoR i A A G e ® ¢ KS OSyadz
occupations and figures on numbers of handloom weavers are sporadic and contradictory.
Government promotional literature on Maheshwari sgi¥C (Handlooms), no datsfates

the number of weavers as 7347, and themer of looms as 2449. A diagnostic study
conducted by UNIDO and the Entrepreneurship Development Institute of India (EDII) in
2002 (Ansari, 2002¥tates the number of workingandloomsas 1000 suggesting a

potential increase (providing the DC (Handloomegort on their website at the time of

writing was more recent The subsequent break down of weavers by caste in the UNIDO
report suggests that the authors use handloom numbers and weaver numbers
AYGSNOKIy3aSEkEot ez | yR R2y Qtie fandlydhatimayisKag the R R A

loom or those members (usually women) who work on ancillary tasks.

Alongwith agriculture,the handloomindustryis a significantemploymentproviderin and
aroundMaheshwar Asone weaversaid,¢here is no other professionin Maheshwar.

Weavingis the only professionlt isour K S NJ 4 Fhéh&jority of the populationis Hindu

35 Notified area of council, a settlement in transition from rural to urban

36 pralad,S.,2016.Unit-in-charge, TheHandloomSchoolinterviewwith RuthClifford, THSampus
Maheshwar 25 July
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(77.86%while 20.7percentare Muslim,and membersof both religionsare engagedn

weaving.

4.2.1 A brief history of the town and ithhandloom industry

Thehistoricalliterature on Maheshwaris scarce andthere is little evidenceof the
handloomweavingindustryin Maheshwarbefore the rule of MaharaniAhilyabhaiHolkar
from 1767until her deathin 1795,althoughit is presumedthere might havebeenan
industrybefore then becauseof the widely cultivatedblackcotton soilin the region.The
mostcomprehensivestudy of the industrywasdone by Dubeyand Jainaspart of the
MadhyaPradesihcensusn 1961 (publishedin 1965),whichincludeda detailedhistorical
context,documentationof the weavingprocessdemographicstatistics,education,
economicf productionandanalysisof designsDubeyandWI Asylidy therefore, isthe

keytext informingthis section.

In his ArthashastrasKautilyaliststhe town of Wa I K S thé&old ham&for Maheshwar,
on the banksof the Narmadariver, alongwith Madura,Aparanta,Kalingaand Banarasas
WO S yolfimeBugacturesof clothsof the finest@ | NJXilbiegafd Jain,1965) Dubeyand
Jainwere told by one weaver that asearlyasthe Buddhistperiod®” ¥ O f uBeiilt& be
transportedto other areason camelbacksandtraderscamehere from far andnearto
purchasethe cloth manufacturedk S NaH@ughinformation on the industryfrom the
time of the Arthashashtrasuntil! K A f € lrutee is dcard®Rescriptionof cloth from
centrallndiain the early EuropeartravelleNBodokssuggestsimilaritieswith the style

now knownasMaheshwari Theseaccountsdiscuss¥ O f ogtliie Kinest variety, especially

sarisof 200countyarnandsilkfiguredeffectsinterwovenwith goldandsilveri KNS I Ra Q

(ibid).

3'5dz0 88 YR WFAY R2y Qi 3IA DSt périgdSThe dathislare OritertaiMandvanyiirs a

different literature sources, but it is widely believed that the Buddha lived somewhere betwediftthand
third centuries BC and it was during this period the scriptures took shape (Bailey and Mabbe)t, 2009

10C
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Figureb. A statue of Ahilyabhai inside the fort walls, in front of her temple.

From1401mostof the regionof WestNimar(now calledKhargonddistrict) wasunder
Mughalrule until the strengtheningof the Marathaempirein the early eighteenthcentury
(Bhatt,1998,p. 383). WhenAhilyabhaitook the throne asqueenof the Marathastate,
Indorewasthe capital,but shemovedit to Maheshwarand beganto invite weaversfrom
other partsof Indiato weavegifts for royalsin neighbouringstatesandfor the peopleof
Maharashtra(Ministry of Textiles,2007,p. 80). Ahilyabhawaspraisedfor her
benevolenceandpiety (Burway,1922) andcontinuesto be anicontoday becauseof her
strongpatronageof the handloomindustry.Hailingfrom the Dhangarshepherd)
community,shehasalsobeena symbolof pride for non-Brahminsandaninstitution
foundedby untouchableleaderVitthal Ramchandr&hindein Punewasnamedthe ! KA £ &€ |
I a K Ndfter'tie Queen(Zelliot,2002,p. 40).

TheKhatriare the largestcommunityin Maheshwarandare saidto hail from Surat.The
secondargestis the Momin (alsocalledJulahaor Ansari)who are Muslimsandpresumed
to havemigratedfrom Banaasor other areasof Uttar PradeshOthersmallergroups
include Khangarsvho claimto havemigratedto Maheshwarfrom Jhansin Uttar Pradesh

atthetimeof! KA f e re@idndwhdiraditionallywork in agriculturallabour; Kolis
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who are alsoassigné alow castestatusand havebeenaffiliated with the Bhil,an
indigenous¥ LINRA i Nii(@ti@b&yhthere is no ethnographicevidenceto backthis up);
Koshtiswho are knownto be weaversof silkandfine cotton cloth, andsaidto be related
to the Sales of Southindia,andto the Salvig§Chishtiand Sanyal,1989;Dubeyand Jain,
1965) Accordingo Chishtiand Sanyalthe statusof the MaheshwarSalviss muchlower
than Salvidn areassuchasPatanwhere they weavethe highlyregardedpatola, double
ikatss saris.TheSalviwomenprovidedthe serviceof brushsizingcotton yarn for the whole
weavingcommunityin Maheshwar Lowcasteweaversincludingthe Kolis,Bhamisand
Dhobiscombinedthe weavingof coarsecloth with other occupationssuchasagricultural

labour,leatherwork andremovalof deadanimals,andwashingrespectvely.

Broader academic studies on the handloom industry in central India suggest that these
communities lived and possibly moved between different regions, such as the towns of
Jabalpur, Nagpur and Burhanpgpending on where there was wofkaynes and Roy,
1999;Harnetty, 1991a)Harnetty discusses Mominsitig and weaving in Burhanpur, 170
km southeast of Maheshwar in the nineteenth centuBythe late twentieth century,
Chishti and Sany&1989)observed that some Momins brought new technologies to
Maheshwar, notably the fhghuttle and later powerlooms. ¥Wle Burhanpur moved
completely to powerlooms, the Maheshwar weaving industry today is made up of only
handlooms. Maharashtra was the major market for several weaving regions in the central
provinces, suggesting designs would have been shared betweenrihgiems as well as
with regions in Mahrashtra such as Paitharweaving centre known for its higjuality

silk sarifVaradarajan and AmiRatel, 2008pp. 173203).

DubeyandW|- Ahigt@ryof the town andits rulersshowsthat the handloomindustry
fluctuatedaccordingo the support of the ruler, althoughnonewasasinstrumentalas
Ahilyabhain their patronage(1965,pp. 4-10). After! KA f € ldeatkiweaversstruggled

to innovateandadaptwithin their weavingand subsequentulerswere muchless

38 process of resialyeing by tying both the warp and weft yarns prior to weaving to create a pattern.
Doubleikat creates a more refined pattern than singkat which involves tying only the warp or weft yarns.
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supportiveof the weaverswhichtriggereddecline.Theimportanceof Maheshwarwent

on decliningandin 1901the total populationhadfallento 7042.

Studieson the textile industryin centralindiaduringthis period showa likelihoodthat
Maheshwamweaverssuffereddue to Britishimportsfrom the 1860s(Guha,1989;
Harnetty,1991) Accordingo Chishtiand Sanyal1989) the adoptionof silkby the 1940s
couldhavebeena strategyto avoidcompetitionfrom importsaswell asthe O 2 dzy” GwWaiE Q &
powerloomcloth. Further,cotton weavershadlittle accesgo localcotton whichwas
largelybeingexported(Guha,1989) andsilkalsoruled out the needfor the labour-
intensivesizingthat cotton required.Butthe overarchingfactor contributingto the decline
of the industryin Maheshwairin the earlyto mid-twentieth century,wasthe useof fugitive
dyeswhichthe weaverswere forcedto adoptto increaseefficiencyand competewith the
powerloomindustry. Theweaversthoughwere not ableto perfectthe techniquerequired
for the dyesandthe colourswere not fast (Dubeyand Jain,1965;Chishtiand Sanyal,
1989)

TukojiRaolllwho ruled from 1903to 1926turned his attention to the weavingindustry
whichwasalmoston the vergeof extinction.Heinvited expertsto examinethe WR S O & A y
industryand makesuggestiondgor its revival. Theresultingreport suggestedhe
formulationof g S I @ &odjkr&ivesocietiesand grantedthem financialaid. Nineteen
cooperativesocietieswere formed. Fromthen on, the weavingindustrycameunder
governmentsupervisiorand storeswere openedto sellthe saris.Theschemesawgood
resultsbut eventuallythe storesraninto losses.Thisdeclinewasattributed to the
conservatisnof weaversandtheir resistanceto adaptandinnovate.A demonstration
centrefor teachingnew technologiesandweavingskillsopenedin 1921 but was
unsucessfulandsoonshutdown (DubeyandJain,1965,p. 10). Thelimited succes®f
cooperativesn Maheshwarreflectsthe wider Indianexperiencewith cooperativesas
discussedn chapter2. From1926to 1937the industrymovedfrom beingin the careof
the Commerceand Industriesdepartmentof the Holkargovernment,to the Ministry of
Financeneither of whichachievedsuccesat revival. Whenthe governmentof India
sanctionedwo lakhrupeesto supporta | K S a Kigdushyttie 250weaversin
Maheshwarat this time hadto purchaseraw materialfrom merchantsbelongingto Bania

or Boharacasteg(traditional trading castes)and more frequently from local Sahukargalso
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atrading caste),underwhoseclutchesthe weaversfound themselvesTheseSahukars
becamedominantmastersof the industry,forcingweaversto selltheir produceat fixed

priceswhile earninglargeprofits.

Attempts were maddy the governmento set weavers free from the clutches of

creditors, improve conditions and wages, find suitable markets and provide improved
facilities. Government stores were openeddiopply raw materials and the demonstration
centre wasemodelled These initiatives seem to have improved the industry in X936
1937. Then when the second world war began in 1939, imports chmadle cloth were
affected, and so handlooms had a hold e market, which was reversed in the years
following the end of the war, when imports began again. After independence when
Madhya Pradesh was a newly formed state, the heavy custom duties that had been in
place previously on mithade products were removeahd again, the sale of handloom
products suffered. Shrivastav in the 1970 state gazetteer notes that the demonstration
centre was listed under the factories act of 1948 but continued to work only as a
demonstration centre with eight looms, until 1955 whigtbegan training and improving
SIdzZA LIYSYd FyR GSOKYyAOIFt |aaradlyOoS 020K
(Shrivastav, 1970, p. 14@he centre also supplied and installed fly shuttle sleys, dobbies,
take-up motion warp beams, clottollers and warping machines. It helped with supply of
raw materials and production of designs and marketing. In 1964 there were 50 workers
working on an average day in the factory. WeaversiedrINR50 ¢ 80 per month, and

those using silk could earn motiean INR90. Several of the women weavers working for
Rehwa and WomenWeave, which | discuss below, trained at the government training

centre. Some also have gone onto study at The Handloom School.

According to Shrivastgibid, p. 147)jn 1970out of 3M looms in Maheshwar about 100

were involved in the cooperative societies, of which there were: tilve Maheshwar

| FyRE22Y 2SI @SNEQ / 22LISNI A@S {20ASGe& Sa

Cooperative Society established in 1954. There were 40QHwedving families and 100
a2YAYy 6SIFOSNEQ FlIYAftASaAad ¢KS a20AS0GASaA
SEFYLX S fA3IKG O2ft2dz2NBE 6SNB Ay idiNRBRIZOSR
suggest influence from other weaving clusters. For gXamala, refers to the draw loom

brocade technique, said to originate in Banarasdlsbused in Ahmedabad, Gujarat and
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where many Banarasi weavers are said to have migrated (Edwards, 2011, pp. 88

93). Thelkal design possibly refers to the sari from the region of the same name in
Karnataka. Chishti and Sanya989, p.169)reported on their journey to Maheshwar in

1989 that the government training centre had stored a number of design samples since
0KS mMppnas gKAOK (KS IdziK2NB aleé WINB |y
Maheshwar has made in an attempt to mod@ A & S Q @

4.2.2 Rehwa

In 1966 Sally Holkar, an American graduate of Stanford University, married the Maharaja
of the princely state of Indore, Richard Holkalthough official recognition of the princely
states disappeared after independence;reyals réained some of their former status in
terms of hereditary wealth and propertyike many exoyals across Indian former

princely states, the Holkars turned Ahilya fort into a luxury hateh yearsfter Sally and

wA OKI NR | 2 f,astHeRabwaynedsideRdsdilies, the couple were stopped
during a stroll along thghatsby a man holding a piece ofcleth W1 S S+ ISNI & &
the light, fine fabric, telling them of the hardships his people faced due to the decline of
Kl y Rf gRehwaaSaciety, 2017Xhe man asked the Holkars to help them revitalise the
industry, and so in 1979, with a grant from the Central Welfare Board and an investment
of 79,000 rupees to train weavers, they established Rehwa Society as@ofdn

organisation(ibid).
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Figure?. The central courtyard of the main Rehwa weaving workshop situated in the fort
Thea 2 OASGe aSa dz2lJ 6St @S t22Ya Ay |y 2f
GSYLX Sad hyS 2F G(GKS {(2¢6yQa WIiNBI adz2NBR

began to teach women to wea¥e GraduallyRehwabuilt up a large stock range of saris.

39 Traditionally, like in Kachchh, itdsly men who undertake theeaving full timewhile women would
carry out ancillary tasksn a part time basisEncouraging women to work full time in weaving has been a
major part of development efforts by Rehwa, WomenWeave as well as HSVN, the govetraimémg

centre which | discuss further in chapter 6.
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Thesociety particularly focused on training women after noticing large numbers of men
were leaving the craft. However, many men returned after seeing the success of Rehwa.
WSKgl AYUINRRdAdzOSR yS¢ WKAIK @GFfdzS I'yR a2LXK
YR I O0O2NRAY3 (2 OdiNNByid 6SIFGSNEQ 2Nl f | C
selfemployed weavers in the town. A successful master weaver, Arjun Chauhan
remembers leaving Maheshwar to work in Indore when the industry was at arow

while his bother was employed at Rehwarjunlater returned to set up a family business

seeing the success of the industfy.

Chishti and Sany§1989), at the time of writing report that other weavers working for

master weaveitraders continued to produce saris for a middle class market, specifically

the green sari traditionally worn for thealdrkumkuma G + 3S 2 F YI NNA | 3S>
adamantly believéhat no attempt at altering the set image of the Maheshwari (sari) can
KSt LI AYLINRPGS GKSANI LINPALISOUAaQ® ¢2RIé&x (KS

Chauhan, no one is weaving them anymore.

4.2.3 Mapping Maheshwar

It waspartly the geographicapositioningof Maheshwarin the denselypopulatedand
fertile Narmadavalley,that helpedit to survivethe seriesof blowsit receivedduringthe
reignof the Maratharulersasmentionedabove.lts positionat the extensionof the
Barwahato Maheshwarroad, whichjoinsthe BombayAgrahighway,alsoprovidedfurther

impetusto developthe town (Dubeyand Jain,1965)

40 ChauhanA.,2016.Master Weaver:Interviewwith RuthClifford,19 February
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Figure8. Grain sellers at the weekhaat

If enteringMaheshwarfrom Indore,you passthe nearest,largertown of Dhamnodand
crossa Narmadatributary. Thecentre of the town sitsat a crossroads.Tothe left isthe
busstandandon Tuesday$t becomeghe locationof the weeklyhaat (market)sdling
vegetablesfruits, pulsesandspices.Themarketmovesfrom town to town eachday.To
the right at the roundaboutis the bazaardrive, walk or ride a motorbike down here for
half a mile andyou reachfirstly a centralsquareandthen the old fort wall. Most of the
weaverslive to the eastof the bazaarin the areaof Mominpura,where almosteveryother
houseisag S I @%dkR. Thisappearsto havechangedsincethe time of Dubeyand

WI Asyingeyawhich showsmostweavers(at that time Khatri)resdingto the westof the
bazaar(seemapin figure 9). Intermittently there are largerworkshopswhere several

weaverswork for a masterweaver.
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Figure9. Map of Maheshwar town (Dubey and Jain, 1965) with laheted.

10¢



Figurel0.2 S| GSNBRQ K2dzaSa Ay G(G(KS C2NJI

——

fahima Emporium

A\
{

Figurell.! N2 dzy [/ Kl dzKI yQa aK21LJ

Thefort is built on the highestpoint of the hill directly abovethe river, positionedwith a
full view of the whole town. Within and surroundingthe fort wallslie severalnew andold
templesandashramsstrategicallypositionedalongone of L Y R thds Qdly rivers,and

suggestingalong history of religiouseducation. Themajority are devotedto Shiva,
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I KA & FadolritelleldydAccordingto myth, the river wasproducedfrom{ K A @iedd &
while he wasmeditating. Thereis alsoa temple dedicatedto Ahilyabhaiherselfwhichwas

the one sheregularlyprayedin.

Figurel2. The home of a weaving family in Malaharganj

Flankinghe town to the eastis the villageof Malaharganwhichaccordingto oral
accountsjs older than Maheshwar,andthe layoutand style of houses(one-storeywith
mud walls) corroboratewith theseaccountsln the 1961censusDubeyand Jainreport the
lower castesincludingthe Khangarsand Balahigesidinghere,andaccordingo a more
recentsurveyand my own fieldwork, this seemsto remainthe cases: TheBhamisKolis
andsweeperdive in Choukhandandbelowthe fort. Partof the work to revivethe
weavingindustry by the Holkarsin the 1970s,involvedprovidingsuitablehousingfor the

weavers andhouseswere built specificallyfor weavingfamiliessurroundingthe fort.

Thelower part of town is dividedinto coloniesandthe architectureis a combinationof old

smallhouseswith signsof fadedgrandeur,new multi-storey (raw) housesbuilt by

41\WwomenwWeave conducted their own survey of 943 weavers which | was given a copy of, see afpendix
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successfuimasterweavers(whichseemto be more prominentin Mominpura,the Musim

colony),and simplerhouseswith tin roofs.

4.2.4 Products and ésigns
Maheshwari saris are distinguished by their borders which are inspired by carved patterns
Ay GKS gltfta 2F GKS (26yQa F2NId ¢KS 2NA3
early twentieth century thegarbhreshmi(full silk) became famous and was particularly
popular in the Maharashtrian market for weddinddaharashtriansaris are traditionally
longer than the average sari at nine yardibegarbh-reshmiwascomposed of a wation
of silk checks on a cotton ground both in the warp and weft. This was replaced in the
1950s by theneemreshmicomprising of a silk warp and cotton weft, to reduce the need
for cotton sizing (Chishti and Sanyal, 1989, Dubey and Jain, 1965), ahdcondates a
gossamer, translucent fabric. These features are considered to constitute a true
Wi NI RAGA 2y @stoldltoknS ByKnary Wdaveis, linbldidéd in promotion
YFEGSNAFES YR FOO2NRAY3I (2 GKS2Oa&antbdy YSyY i
of India, 2012).

Figurel3.! NBdzy / Kl dzKlI'y O2YLI NAyYy3I | WySg GFNARSGEQ &l NA
layouts alongside a traditional sari for the Maharashtrian market (blue

42 See chapter 2, section 12.2
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Figureld. Maratha Qyard sari worn in th&kachchhastyle (left) (the fabric is passed through the legs and
tucked in the back waist and then wrapped around the waist) andkamichhastyle (right) (only wrapped
around the waist) (Varadajan and AmirPatel,p. 200). Image removed for copyright reasons

The GI for Maheshwar saris and fabrics was granted in 2012 after an application was put
forward by a local cooperative Society, the Maheshwar Hathkargha Vikas Samiti, in 2010.
Thedescripg 2y 2F (KS al KSaKgl NA alFNR Ay GKS |L
DL 22daNylFtod LG fAada GKS F2ft2Ay3a TSI GdzN
Thirteen types of yarn including 20/Z¥. single, two, three and fotply silk, 88 count

cotton, 2/120s mercerised cotton, imitatigari (or zari, metallic thread, now copper or

silver but would have once been gold), spun silksa&E f Ay Sy | yR 2dzi So ¢
GKFG 02YS dzy RSNJ GKS DL I NBthWHérezNdhishing; & = O dza
YFEGSNREFE G ot S OdugafadXtoleSchinhi(blouseyyardsWsidrf e & >
materials (Government of India, 2012, p. 38Turbanswhich, according to the Ministry of
Textiles inTana Bang2007) were popular in the twentieth centuryare not listed The

journallists the processes involved in weaving, the nature of the drape and feel, but

43The level of protection from copying the Gl gives is questionable. Will consumers really recognise the
difference between differencounts of silk or cotton and therefore judge whagi¥’ i NHzS Q al KSaKg |
the other hand, these specific yarn criteria give Maheshwari weavers very little room for innovation. These
potential downfalls of the GI may be amongst the reasons most wedvgts a F KS&aKgl NJ R2y Qi
mark. However, it has been useful as a branding and promotional mechanism for many Maheshwari
weavers.



R2SayQd fAad Fye LI NLAOdzZ NI LI GGSNya 2NJ Y
Kachchh, where the motif repertoire is considered an important part of its idenfie

reason foralack of motif description in literature on Maheshwari weayin@y be

because extra weft patterning was not introduced until the 19@b&l), presumably by

Rehwa. Traditionally only extra warp patterning was done in the borders, winilty is

done using a dobby mechanism, while the ground was patterned with variations of stripes
or checks in the body, and thpallu with plain coloured bands qari (ibid, p. ®). Thus,

lists of Maheshwari designs include mainly the geometric repegtiedesigns used in the

border.

Figurelb. Detail of the wall of theJama Masjidn Chanderi
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Figurel6. Detail ofMaheshwari fort wall. Both show the repeated leaf design that in Maheshwari weaving is
called kangra and regularly used in the borders

According to literature and oral accounts from my own interviews with weavers, there is a
huge repertoire of thes&inar (border) patterns, and influences come from other sari
traditions too. A large paiis considered Maharashtrian because of the lestgnding

supply to theMaharashtrianmarket. Furthermore, the fort which is distinctively Akbarian,
would mean designs are likely to be seen on architecture of the same period in other
regions On my visit to Chanderi | noticed a design very similar to the Malari kangura

on the walls othe jama masjid Indeed, Chishti and Sanyal note that the design
terminology of Maheshwar reveals a similarity of approach and a great deal of exchange
with Chander{1989, p. 174)There are also apparent similarities with the designs on the
extensive fort buildings at Mandu, which is also reported as having a significant weaving
industryin the past and where many weavers in Meshwar are said to have migrated

from (although there is no depth historical research on this). Some other common
border designs includeii phool(cotton flower),heera(diamond) leheriya(wave) and

ladu (round-shaped sweet). Some more border designs listed in appendik.
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Figurel7. Traditionalleheriyad ¢ I @S0 2 NJ bl N¥F Rl 02NRSNJ RSaA3ays A
FabCreation

Figurel8.5 Sl Af 2F al NA FTNRY a hrgovk rddand blagk boiEr ds catié@ingiira K 2 LI
design inspired by the patterns in the fort wall (see figLég

Mostlooms in Maheshwar are frame looms, some with an additional mechanism that
maintains the tension of the cloth. In neighbouring Malahargaapynhouses still weave

on pit looms. Looms are discussed in moréaden chapter 6, section 3.1.
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4.2.5 Organisation of weavers

Therearethree different typesof weaverin Maheshwar thosewho knowweavingasan
hereditaryoccupationor by learningin aworkshop,but R 2 yoRrialoom soworkin a
masterg S | @@orkEhap;thosewho haveone loom andwork for a masterweaverin
their home;andthosewho own manylooms(masterweaverg, andrun aworkshopor
hire weaverswho work from their own homes.Someof the masterweaversmayhave
hardlydoneanyweavingthemselvesdf their father or grandfatherwere masterweavers.
Converselymanyweaverswill sayto be a successfulveaverone must understandall the
processesnvolvedin weaving,aswell asbusinessand marketing.OnerespondentRohit,
whosefamily havea successfulveavingand hotel businesssaidhe knowsweavinga little
but hasneverhadto work at it himself Thisis becausehisfamily, at leastuntil the
previousgeneration havealwaysemployedothersto weavewhile the brothersmanage
the businesgasks.Arjun Chauhananothersuccessfumasterweaver,explainsa similar
progression¥ 2 @&edto [weavesaris]with our own hands WeR A RhAw@anylabour.
We would weaveit ourselvesandsellit ourselvesi 2 2 Retwawasinstrumentalin
increasinghumbersof loomsandimprovingthe businesof weaverssuchasArjun
Chauhanyhoseelder brother workedthere. After returningto Maheshwarfrom Indore,
where he had movedwhenthe family businessvasnot workingwell, the business
graduallyimprovedandthe family acquiredseverallooms Eachloom would serve

separateportionsof their market.

4.2.6 WomenWeave
After leavingRehwain 2002 SallyHolkarwent on to found WomenWeaveon the same
principalsasRehwato train vulnerablewomenin weavingskills,provide design
assistanceand connectweaverswith viablemarkets.Theorganisatiorhasdeveloped
severalprojects acrossMadhyaPradestsinceits inception. Theprojectin Maheshwaris
calledGudiMudi, whichliterally translatesasW & O NXzgh@dé<erib€xhe look andfeel
of the cotton ¥ K I tRak tiey are weaving.Thereasonfor decidingto weaveW®hadiwas

three-fold. Firstly,it wasan easieryarnfor non-traditional weaverswithout prior skillin

44 ChauhanA.,2016.MasterWeaver:Interviewwith RuthClifford, Maheshwar,19 February
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weavingto handle.Secondlywhile mostof the raw materialsusedin Mahehswarisaris
are sourcedfrom south India(cotton andsilk), China(silk)and Surat(jari), the aim of Gudi
Mudi wasto makeuseof localorganiccotton, whichthe NB 3 Abgk<oitis fertile
enoughto produce.Theyarnis organicand manuallyspunon ambarcharkhas Thismeans
it sellsat a premium,whichleadsto the third reasonfor focusng on khadi its potential in
high-end markets.Thisnaya(new)khadi aslabelledby Goldsmith(2014) hasbecome
popularin the collectionsof high-end fashiondesignersncludingRahulMishra,Ritu
Kumarand RajeshPratapSingh PratapSinghhasdescibed khadiascreatingaW a 2 dzt
stirringreferencein U 2 R [fadtgadedY A f fTé&adafP016)andaccordingo Jay(2015)
khadiallowsconsumergo weartheir WL Y R A onythei§a &S SIS v Q

Figurel9. Theambar charkhavorkshop at Gudi Mudi

118



i\
AW
TR

P
mimly,

Figure20. A Gudi Mudkhadistole (WomenWeave, 2017)

NehalLadd,a graduateof the NID,wasthe maindesignemworkingwith WomenWeaven
their initial years.Accordingo ElanaDickson AdvisoryBoardmember,LaddW & tBei
grammarof designfor2 2 Y Sy 2 SshwHiéhBasbeenbuilt on with multiple variations
in layout, techniqueanddesign.Overthe years,WomenWeavegraduallybuilt up alarge
globalclient baseand hasreceivedwide rangingpromotionin the media.Beingsituatedin
the picturesquetourist town meansthey receivemanyvisitorsandthey alsotravel globally
to exhibitin fairsandtrade shows.At the time of my interviewwith HemendraSharma
(July2016)4s the 2 NH I Y A direcioifrany2Q@to 2016, WomenWeavevere
employing200-225 people,had 300regularclients,and an annualturnover of INRtwenty
million. Theyproducetwo collectionsa yearand most clientschoosefrom these

collections but somemay providetheir own designsDesignassistance&omesfrom

45Ladd, N., 2017. Designer: Skype Interview with Ruth Clifford, 24 September

46 SharmaH.,2016.Marketingdirector, WomenWeavelnterviewwith RuthClifford, Maheshwar,11 July
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studentinternsand professionablesignersncludingNehalLaddand GeetaPatil,both NID

graduateswho continueto work with the organisation.

Bythe time the GudiMudi projectwasin full swing,WomenWeaveset up severalother
projectsin other areasof India. TheongoingSynergyprograminvolvesfacilitating
collaborationbetweenartisansof different crafts,and spreadingknowledgeand skills
developedthrough Rehwaand WomenWeaveo other weavingclustersacrossndiavia
NGOsMore permanentinitiativeswere setup in Dindoriand Balaghatpoth traditional
weavingcentresin easternMadhyaPradeshwhichhadrecentlyexperiencedsevere

decline.

4.2.7 The Handloom School (THS)

W ¢ Keéfor TheHandloomSchoobeganin 1978whenmy husbandand| startedan
organisationcalledRehwaSocietyto rescuethe dwindlinghandloomcommunityof
MaheshwarMadhyat NJ R S & iedwadt&Bing young,talented weaversfrom
marginalisedveavingareasof India,sothat the information disseminatiorandtraining
couldhaveamuchlargeriA Y LJ- Gniee taép ¥otingtalented weavermento become
businessveaverscapableof dealingdirectly with the marketrather than through
middlemen,we are at the sametime perpetuatingtheir skill, enhancingheir income
earningabilitiesandbringingtogether an all-Indiateam of weaverswhichis relevantto

theY I NJ+sS G @ Q

In 2009WomenWeavebeganprovidingworkshopsin entrepreneurialskills,English
languageand practicalskillssuchasdyeing,I Tand photography to weaversin Maheshwar
andthe surroundingareas.Theseworkshopswere informalandtemporary, and provided

the buildingblocksfor TheHandloomSchooWwhichwasofficially launchedin 2013.Along

with the aimsquoted by Holkarabove,additionalaimsincludedenablingweaversto W S | NJ/
adignifiedandequitablef A @ S fahdkVA 2aBr@aderperspectiveof K | Y R f (RdkatQ
Tiernanand Johnson2013) Theyare basedon the premisethat youngweaverswill: W& | &
in the trade if they perceiveit to haveaviable¥ dzii ;dhkit& €osspollination of their skills

isto their benefit, yieldingpositiveresults andthat there is a growingmarketfor quality

handloomproducts(ibid).

4"Holkar,S.,2016. THSFoundetDirector: Interviewwith RuthClifford, Maheshwar, 9 July.
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Theseaimswere consolidatedduringa gatheringof expertsin the fields of alternative
education,craft development,designeducationand businessvho were invited by Holkar
to be part of developingthe curriculum.TheseexpertsincludedTamaraAlbufrom Parsons
Schoolbf Designand CaroleTiernan,a consultantin educationfrom the US both who also
taughton the initial workshopsand becamemembersof the advisoryboard.NeelimaRa
(advisoryboardmember,designer entrepreneur,andregularfacultymemberat TH$ said
the reasonHolkarinvited her to join the curriculumplanningmeetingwasbecauseof her
experiencan designaswell asher educationat a KrishnaMurty schoolss She describedo

me how the initial meetingspannedout:

W2 K Beall gottogether, we were quite amotley crew, andall lookingat eachother asif

to say, & ¢ KamiidoingK S NJBhiéréwere 12 of us o X I6Bwhsan intenseweekend,a
lovelyweekend.We all sataroundbonfiresand chattedaboutwhat the possible

parametersfor what an educationinstitute couldbe, what the reasongor existencewould

be, what the mannerof teachingwould be, sothere were manythingsarticulatedii K SiaNBS ® Q
Raowent on to saythe groupof twelve comprisedpeoplefrom Indiaandthe West,all for
whomworkingon a curriculumfor rural weaverswassomethingvery new. Theycameup

with arangeof ideas,but mostsharedsimilarviewson whatthe ¥ { shaudf S N}y QY

W o Gstiidents]shouldhavea broadview of the world, they shouldbe ableto engagein it
with confidence what would be relevant,what mannerof teachingwould be relevant,
what kind of curriculumshouldwe take. Becausamost of the kidsprobablyhavenot
studiedlongerthan five yearsin their life, R 2 yh@@muchof anattention span,are not
usedto traditional forms of learningsituations.¢ K S &v@aMdss practical,handson

LIS 2 (@hids Q

Duringthe weekend,the teamall brainstormedandformed a chartthat covered all the
different ideaseachmemberhad contributed. FundingwasalsodiscussedA few months
later the groupall met againin Bombayto developideasfurther and consolidatethem

into a preliminarycurriculum.Accordingo Rao,severalkey pointswere decided:

1. Thestudentsneedto be ableto communicate

48 Alternative schools which have a holistic outlook, focusing on creativity and personal awassngst as
academic capabilitysee: http://www.jkrishnamurti.org/worldwide-information/schools.php

49Rao, N., 2017. Designer and Entrepreneur: Skype Interview with Ruth Clifford, 15 January
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2. Theyneedto understandtheir technologyandnot be afraid of it
3. Entrepreneuriakkillsare key
4. Colouranddesignshouldbe taught

Whenthis wasall decided,Holkarsuggestedhe lengthof the coursebe three weeks
becausestudentswould not havethe moneyto afford to stayfor anylongerandabandon
their own work at home. Thegroupthoughtthree weekswastoo short but beganworking
onaplanto structureacourseto includethe mainelements.Therewere inevitable
challengesduringthe first classnotably not enoughteachersdueto insufficientfunds.
Lessonsvere and continueto be providedinformally by designersor entrepreneurswho
visitthe schoolandare askedto sharetheir expertisewith the students.However,a main
coregroupof teachersat the beginningincludedRaoand Aditi ShahAmanwho taughtthe
textile curriculumand FeruzarMehta, an educationalisttaught communi@tion. Other
membersof the advisoryboardwould cometo teachdependingon their availability but it
wasmostlydonevoluntarily. Accordingo Mehta, the ultimate objectivewasto haveW |
documentthat anyonecanadoptandadaptto usein their own conteE GoClswent in
linewith ¢ 1 {okjectiveto spreadthe educationto asmanyweaversaspossiblein need

of it throughoutIndia.

50Mehta, F., 2016. THS Advisory board member, Foudilector The Peace Project: Skype Intervievhwit
Ruth Clifford, 2 June.
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Figure21l. Liz Williamson, a weaver and University lecturer from Australia discussing her work evitutth
batch after being asked to give an-Adc session

Mehta hadwritten the curriculumfor the Ahilyabhaischoolwhichwassetup by the
Holkarfoundationin 1989.Asthe schoolwasspecificallyoriented towardschildrenof
weaversarts and craftsare sessionsre held whichincludeweavingon toy looms,
painting,collageand other crafts. Themembersof FabCreatiorhad attendedthe
Ahilyabhaischool.Nasir,Wasim,Asif, MujamulandRahat(all Ansarisyet up their

collectiveenterpriseFabCreatiorafter attendingthe WomenWeavevorkshops

Figure22. Pupils at Ahilyabhai school weaving on small frame looms



Mehta conductsinterviewswith the studentsat the end of eachTHSatch. After the first
batchin February2015the overwhelmingresponseof most studentswasthat the course
wastoo short. Therefore the secondbatchin June2015wasextendedto three months
andthe third, startingin December2015 to four anda half months. Thiswasthe first class
| visitedon my secondtrip to Maheshwar(first fieldwork phase) By June2016(second
fieldwork phase)the clas hadextendedto sixmonthsandhasstayedthat wayfor the
subsequenthree courses.Thestudentssofar havecomefrom Maheshwar Kotain
RajasthanChattisgarhNanitalin Uttarakhand Mubarakpurin Uttar PradeshBikanerin
RajasthanBhujand Jamnagam Gujarat,and VaranasiShardaGautamwasdirector of
THSrom December2014until March2017. Gautaminitially trainedin engineeringand
thentookaY I a { & tN&rdlianInstitute of Managementefore movingto the

grassrootdevelopmentsector. SourodipGhoshhassincereplacedGautamasdirector.

Thedaily scheduleat the schoolwasplannedout sothat studentswould not getbored

with theoreticallessonssoclassesre scheduledn the morningsand studentsweavein

the afternoons.Classesisuallystart around9 to 10 am,andthe dayendsat 6 pm at which
point studentscanplay cricketor badmintan, hangout in the market, or evencontinue
workinguntil dinnertime. Theyweavesampleshat will be showcaseditthe ¥ . dzZ8efleNJ
a S S asalgseventand showcasaisuallyheld in Delhior Mumbaiat somepoint after the
end of the course attendedby existingclientsof WomenWeaveand potential new clients.
Thelasteventin May 2016generatedseveralordersthat were distributedamongstTHS
studentsandgraduates Theeventalsoenablesthe weaversto learnabouttheir target

marketand practicecommuricationwith theseclients.

After the sixmonthson campusstudentscontinueto communicatewith eachother and
the institute staff to manageorders Some studentswill take oninternshipsat established
companiessuchasNalli Silksor Jayporen Delhi,the foundersof whichare on the advisory
board. Thisenablesstudentsto understandretail, turn-aroundtimes, the orderingprocess
andother aspectsof handloomretailingand marketingsuchasdisplayand presentation.A
more recentinitiative hasbeento invite graduatesbackto the campusfor anadditional
two-weekcourseto assessvhat (i K S dée@uiSingsincethey left andrevisesomeof the

lessons
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4.2.8 The ampus

When | first visited THS it was situated within the grounds of the Gudi Mudi offices on a
narrow street in the Gadikhana area of Maheshwar. The space had been designed with
Australian architect Sian Pascaléhen | came back to Maheshwar in July the foifayv

year (2016), the campus had moved to the fort area of the town, approximately half a mile
from Gudi Mudi, into a fort building that was previously used by Rehwa. It is a much more

spacious building with several purpespecific rooms.

This more permagnt setdzLJ Yl NJ a (GKS GKANR LKIF &S 27F ¢l
final phase is to set up replicate, networked learntegtresin weaving communities
across India, although conversations with various staff members and Holkar herself show

that at presen this plan has not yet been explored in detail.

In a later section | show the ways in which KRV in Kachchh invited local actors to provide
advice and assistance on setting up the inséitahd its ongoing managemernh contrast

¢1 { Q& | ROAaARNE MOROINRRR2ISAe f 201t 6SI ISNE

1 2f 1 NR& NBFaAKSTANRIIIGEHRA & YR 2 0BSIOI A 9Sa T2
FYy@UKAY3 GKFG g1 a SEMad ORXWS yAly NBRS Sioiay q
educating for development, @érepreneurship and employment generation over and

above an emphasis on the heritage identity of the town and weaving (which lies within the
responsibilities of the master artisan advisors at SKV). Such an emphasis is already within
the remit of Rehwacontinuing the tradition of sari weaving, and WomenWeadefining

a contemporary local identity throughaya khadi However, while the spread of THS

reaches further afield than Maheshwar, one would assume the importance of local actors
offering support on therelevant educational approaches and methods based on an

inherent understanding of the way weavers learn, the cultural and social context as well as

the technical processes.

Pralad Sharmaone of the permanent staff memberis the Unitin-chargeand takes a
significant role in teaching technical aspects of weaving as well as setting up and managing

all the looms. Sharma is not from a traditional weaving family but trained at the local

5IHolkar, S., 2018. THS Foundrector: Email conversation with Ruth Clifford, 18 August

125



government training centre HS\VARlhas been working in weaving all leireer and

accompanied Holkar when she moved from Rehwa to set up WomenWeave. At the time of
the fieldwork, Bunty Goud who is from a traditional weaving family but learnt the main

skills at Rehwa, was working as production manager. He attended workshopyg ru

Rehwa in 1999%vhich wereset up in a similar way to the first WomenWeave workshops
mentioned aboveThey includedJK 2 & 2 3 NJ LIK& X Re& SAy 3 andiveid LIKA
run6@ RSAAIYSNE FNBY AyaidaddziSa adzb&kwetea oK
teaching [Goud and other weavers] could not come here, because there were no mobiles
2NJ O2 YLJzi SNAR | G { Rinthe next ah&ptel discass if roieKietdil thd ©
learning that happens at THS and whether employing designers who tzared in

weaving in urban institutes to teache#ther: perpetuating hierarchies of knowledger
SYNAOKAY3I 6SIFISNEQ (Yy2ef SRaafiredkioNBddeanith O2 Y 6
formal education. The rest of the permanent team includes an accoumtashimarketing

officer, both local to Maheshwar. Despite the little inclusion of master weavers in
formulating the THS curriculum, elder weavers | interviewed were positive about THS. One
such master weaveAbdul Rahinsaid W¢ KS | I yRf 22Y a0K22f A& A
the traditional business. €bple can come and see and learn. It will improve the business
YR aLINBIR AG tf 20SNJ KS 62NI RQod

52 see chapter 6, section 2
53Goud, B., 2016. THBoduction Managerinterview with Ruth Cliffordylaheshwar25 July

54 Ansari, A.R., 201@/aster weaver: Interview with Ruth Clifford, Maheshwar, 9 July.
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Figure24. Preparing a warp in the new campus courtyard
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4.3 Kachchh and Somaiya Kala Vidya (SKV)

Figure25. Kanji Vankar at his pit loom, Kotejlage

4.3.1 Kachchh wavers
KachchPpis a semidesertregionin GujaratborderingSindhin Pakistarto the north-west
andthe ArabianSeato the south,the gulf of Kachchho the southandwest,andthe
districtsof BanaskanthaVlehsanaand Saurashtrao the eastandsouth. Situatedon
important travellerandtrade routes, the regionis inhabitedby diversecommunitieswho
havesettled here from asfar afield asCentralAsiaandat leastasfar backas! f SE | y RS NI

invasionin 325BC(Sheikh2010;Randhawal998)

TheVankargliterally W ¢ S | @S dddhare part of the Meghwalcommunity,which
traditionally belongs to the Dalitor scheduledcastes Theyclaimto havemigratedto
KachchHrom Marwar in Rajasthanand eachof the four sub-groupsof the Meghwals,

Maheshwari Marwara,Charaniaand Gujura,are saidto havecomea different route into

55| use this spelling: Kachchh throughout the thesis. Other spellings include Kutch and Cutch (the latter was
commonly used by the British, and is rarely in use now).
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KachchHbrahim,2006) Themostrecentrecordof Meghwalsin Kachchhsthe 2001
censuswhichreported Meghwalsconstituting6.7 percentof the total populationof
Kachchhand 71.38percentof the total scheduledcastepopulationin the district. The
mostrecentcensusonductedin 2011,only providesnumbersof scheduledcages asa
group. Theoral andrecordedmythssurroundingthe arrival of Meghwalsin Kachchh
(Governmenibf India,2011}¢ recountthat Meghwalweaversaccompaniedhe Rabaris
and Ahir communityfrom Rajastharto providethem wovencloth approximately850years
ago5” Anothermyth that tracesthe a S 3 K grbute &dn Rajasthariells that the Bhakti
saintRamdewir broughtwith him kin includingMeghwalswhenhe cameto Kachchtrom
NarayanSarovarto build and maintainupkeepof atemple. Bhujodiwasgifted by the
JadejaRaodo the Rabarisandthe Meghwals havinglower statusthan the Rabarissettled

on the outskirtsof the village.

The Meghwals made cloth in exchange for grains or dairy products and the wool from the
wk ol NRAaQ aKSSLId anémagedintleatheKwod Snd bgricul®iral abo8r,
occupations traditionally held by low castes all over India and which marked out Meghwals

' & Wdzy G2dzOKIF 6f S&aQ Ay (GKS LIl adoe az2ad 6SI @S
to rely on farming whicln the past was done during the monsoon season to supplement
their income when the demand for their cloth was low. The weavers in Bhujodi today tell

of the demeaning practices expected to be followed by therthe past One goes thus:

Once an order of dhabloor ludiwas completed and ready to give to the Rabari customer,

the weaver had to leave it outside the entrance to their house, not being permitted to
WLt £ dziSQ GKS wlkolNAQAa NBAaARSYOS 6AGK (GKS
quoted n EdwardsZ009, p. 26suggests this process was approached as a pragmatic
routinetaskk WhyS g aK A& adzFFAOASYd G2 NAR (KS
Despite caste difference the two communities held close, dstagding relationships,

bound by this mutuahaatar (bartar/exchange system), as well as religious rituals the

56valji, V., 2016. Retid master weaver: Interview with Ruth Clifford, Bhujodi, 2 August.

5" The Rabaris are a nomadic pastoralist community whose several subgroups have travelled to Kachchh
along different routes and today large numbers are living throughout Gujarat, Rajeetidaladhya
Pradesh.



Vankars would perform for the Rabaris. The elder weavers today remember this practice

and Vishram Valji says payment would be made in any form the clienepfaiopriae:

W { &paymentfor my work, they would sometimesgive me money,sometimes
3 NJ A Y &vouldl v a@nythingthat their heartg | Yy (5SS R ® Q

Sincethe practiceof untouchabilitywasmadeillegalin 1950,castediscriminationhas
graduallyreduced,and hasall but endedin KachchhThenumberof weaversis now more
than the neighbouringRabarisand most of the weavershavereachedbetter economic
status Thisisin part dueto the increasedaccesso highereducationthroughthe
reservationssystem,whichreserveslacesfor the scheduledcastesandtribes (SCand

STspand Other BackwardCastegOBC)swhichare categorieghat weaversfall within.°

Accordingo the mostrecentgovernmentcensusthere are now 500handloomsand 900
weaversin KachchhThemajority are situatedin Bhujodivillage,9 km eastof Bhuijcity,
wherethere are 250¢ 280weavingfamiliesin Bhujodi.Weavingis mainlydone by the
menof the communitywho are taughtby their fathersor other male membersof the
family. The craft hasbeenpasseddown this way for severalgenerationsWomenin the

g S | gfamiBeRupportthe craft with ancillarytaskssuchaswarpingandwindingthe
bobbins.Thus weavingis rooted in the domesticsphereandthe collaborativefamilial
contribution is often describedn a poetic, metaphoricalway by weavers:Weaving
involvesthe threadscomingtogetherandintermingling.Similarly we all work together
justlikethe threadsing S @R y 3 Q

58 Valji, V., 2016. Retired master weaver: Interview with Ruth Clifford, Bhujodi, 2 August.

59 See chapter 2

80vishramvalji,S.,2017.Masterweaver:Interviewwith RuthClifford, Bhujodi,5 August.
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GULF OF KUTCH

Figure26. Map of Kachchlshowing weaving villages and locatiohresearch sites

4.3.2 Technology, products andesgigns
Before1950,mostof the loomswere simple,four pedalpit loomswith a handthrow
shuttle andno verticalsection the haat sar (literally W K | Yy R f TRe2eXr€)jusid handful
of thesestill in usein KachchhThesdoomscouldweavecloth up to a maximumof 22-24
inchesfor pagri (turbans),pachhed(cloth stripsto be stitchedinto g 2 Y S gkifts),ludi
0 6 2 Y $eil €adh), dhabli(cotton/wool mix for elderg 2 Y S gkifts),Y S ydhabla
(blanket)andkhatha (lightweightwool shawl)é! Thelatter would compriseof two
separatelengthsof cloth with bordersat one end, hand-stitchedtogetherto makea
completedesignwith bordersat the verticaledgesand pallus(horizontaledges).The
adhivtois ashouldercloth worn by the Ahircommunity. Thenamerefersto its
compositbn of two anda half parts. In the centralsectiona squareshapedpatternis
wovenwhichwould be placedon the shoulderwhenthe menwent for jaan, the

welcomingof the groombythe 6 N fSil@(&rater,2007) It would alsobe usedfor the

61 There are also several variations of thesedrcts for different communities.
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anu, the ceremonyof bringinga bride to her in-laws(ibid). Mostloomsin usenow are
advancedversionsof the olderloomsbut with a pankha(literally translatingto W ¥ | tfeQ 0 X
upright swingingmechanismncorporatingthe reedto beatthe cloth, andthe fly shuttle
whichis attachedto the frame of the pankha Accordingo masterweaverVishramValji,

the fly shutle wasintroducedin Kachchtby the governmentlater than mostother
Handloomcentreswhereit wasintroducedin the earlytwentieth century(McGowan,

2009,p. 174;Ro0y,1993) PremjiSijurememberedpurchasingne in 1963after receiving
trainingon it in a nearbytown.s? Frameloomswere alsointroducedboth by the Britishand
independentgovernmentsandare widely usedin Kachchhparticularlyin the more

isolatedvillages Almostall the loomsin Bhujodiare pit looms.

Figure27. Thehaat sar(handloom)

625ijju, P., 2016. Retired master weaver: Interview with Ruth Clifford, Bhujodi, 6 Javidary.., 2016.
Retired master weaver: Interview with Ruth Clifford, Bhujodi, 2 August.
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Figure28. Frameloom (Kotay village)

Significanimotifs that are characteristioof Kachchhiveaving particularlythe dhablg,

includethe chomak whichrepresentsthe oil lamp usedin puja (worship),the dholki W A G €
R NJzériposedof two horizontal@ Qeéadanchka five-paisacoin. Thesemotifs are

wovenin extraweft by handalongsiderepeatedgeometricpatternssuchasthe satkhani
andlath. Thebordersof dhablahavea repeatedsachikor(atriangular,temple motif). For

the Ahir communitybright coloursare used,while the Rabariprefer naturalun-dyed

brown andwhite hand-spunsheepwool.

Figure29. From left:chomak dhokliand satkhani



Figure31. Woollen Ahirdhablo
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Figure32. A group of Ahir men, the man in the middle is wearirdhabla Photograph: Kuldip Gadhvi

r'y'-'w ‘ ~ ﬁ;

Figure33. Mass Rabari wedding, Bhuj, March 2008.



Figure34. Bharvadvedding shawl, hanevoven,
tie-dyed and embroidered Figure35. Naryan Samat Vankar modelling a turban,
Sarli village

Kachchhweaverswould havebeenlittle affectedby the Britishimported cloths asthe
regionwasmore difficult to reachandthe localdemandwassustainedfor longer(Roy,
1993) Theirmarketsufferedmore from the later floodingof the O 2 dzy” dwxEnilDand
factory-madeimitations of the traditional products.Accordingo censusesthere were
4,800handloomsin Kachchhin 1945andby the 1970s,accordingo the Kachchh
Gazetteerthe numberof weaversW av@olleno f | y $tdddiati800 (Patel,1971, p. 242).
Asthere are usuallymore weaversthan looms,this showsa dramaticdecline.Censuses
andgazetteersvaryin their focuson Kachchtweaverssotheseare someof the few
numbersavailableandare not likelyto be accurate Neverthelessfactorssuchasthe
increasingavailabilityof cheapercloths,the sedenterisatiorof migrantpasiwralist
communities(Edwards2005) and centralisationand mechanisatiorof wool production
all had negativeimpactson the weavers.Todaymost of the wool usedin Kachchlcomes

from Rajastharor Ludhianan Punjabstate. In the 1980sacrylicbecamepopularasit was
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cheap easilyavailableand easyto weaveandlater merinowool wasintroducedfor the
higherend markets(both alsocamefrom Ludhiana) Thismovefrom locallysourcedyarn
to that purchasedby largetraders beganto breakthis long-standingrelationshipbetween

the communities aswell asmakethe weaversdependenton externalcapitalistforces.

In 1954a cooperativewasfoundedin Bhujodiby the villageelders the BhujodiSutarUn
HaathWanatMandali. Thefather of Purushottamand Pacharwho are key participantsin
thisresearchaswell asthe father of KR\WraduateMurji Vankarwere amongstthe
founders.Byworkingfor the collectiveweavershadaccesgo subsidiesandbenefits,could
produceyarnsat better pricesand negotiatebetter wagesthanif weavingindependently
(Shah2012) Inthe sameyearPoonamchand/eljistarteda schoolpaidfor by the
villagers DayaAlarecallssitting in the openair underatree andlearningarangeof
subjectsinformallywith basicequipment$? Todaythere is a governmentGujaratimedium
schoolwhichmostg S | @ &iMiEergattend, or somegoto Hindimediumschoolsin Bhuj.
Theoriginalcooperativeceasedo operateafter the earthquakein 2001 TheKachchh
WeaversAssociatiorwasformed primarily to applyfor the Geographicalndication(Gl)

(seesection4.3.3).

Many of the older generation of weavers today attribute the revival of Kachchh weaving to
Prabhaben Shah who ran an organisation called Sohan based in Mtfr&ibai first visited
Bhujodiin the early 1960s and began to adapt the traditional products din@bloandludi

into shawls to sell in Mumbai. The first adaptations were a success and Prabhaben
continued to visit Bhujodi and work with the weavers for several years. Vankar Vishram
Vdji was one of these weavers and talks fondly of the support Sohan gave. Through the
gSHOPSNEQ O22LISNF ABS 66KAOK G2RI& Aa y2 f
the National Award (introduced in chapter 2, section 12) which Vishram submitiésta

for and won in 1974. The award led to many opportunities, the first of which was an
exhibition in Delhi. In the same year Leena Behn Mangdalas, the founder of the Shreyas

Foundation Museum of Folk Art, invited Vishram to an exhibition in AhmedaloeuhjiP

63 Ala, D., 2016. Master Weaver: Interview with Ruth Cliff&fai)jodi,7 January

64 Told during interviews and conversations with weaver elders including PremjibhaD&yjalal Atabhai
and Vishrambhai Valji in Bhujodi.
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Siju, a recipient of the Shilp Guru awdtide highest given by the government for

craftspeoplg, recalls himself, Vishram and another weaver, Devjibhai, all going to
Ahmedabad with Brij Bhasin, the founder of the Gujarat State Handloom and Handicraf
5SSt 2LIYSYy(d [/ 2NLRNIGAZ2Y oD{1 15/ 0 Y. ST2NEB
appreciation of our work. But when we were in Ahmedabad, we realised we did very

g S ®5Prént)i went onto emphasise the importance of learning to weave in finer counts of
cotton and wool, which was also encouraged by the designers at Sohan and the
A2BSNYYSYGY WxAaKNI Y §2NJ] SRetoldswionetiwbsR | Y R
L2aaAroftsS FyR GKFG g1 a G K8with dachNNatiorlAwasdS | O A Y
since the count of yarn has gotten finer and the number of ends per inch has increased.
Other products that were introduced included rugs and bed shedtishrequired

adaptation of loomsThese productsontinueto be wovenon a smaller scale in Kachchh.

Other weawng traditions in Kachchh such @sgalia, kharadand mashri$” have received

less attention and the number of weavers in these clusters has reduced dramatically.

Laterin the twentieth century,possiblydueto the O 2 dzy” &chiddrfidiberalisationin the
1990s,Kachchhweavingexperienceda declineagain.Accordingto oral accountsjn Kotay,
asmallvillage20 km north eastof Bhuj,mostweaverswere forcedto work in farmingdue

to averylow marketdemandfor handloomproducts.

After the devastatingearthquakeof 2001, there washeavyinvestmentin the areaby the
governmentand NGOsasindustriesbenefitedfrom a five-yeartax holidayandthe region

becamemore visibleworldwide. Theregionnow receivedargenumbersof tourists, craft

855iju, P., 2016. Retired master weaver: Interview with Ruth Clifford, Bhujodi, 6 January.

66 |pbid.

67 Kharadis the Sindhi word for carpet, the weaving of which is practiced by Marwada Meghwals who hail
from Sindh in Pakistan. Kharad weaving is currently only practiced by two families, a decrease from ten in the
1990s and probably many more previously. The loamseven simpler than the piboms used by the shawl
weaversand can be easily transported.

Mashruweaving is also practiced by Meghwal communities, mostly the Maheshwari Meghwals in Mandvi,
southern Kachchh as well as Patan in northern Gujarat. See chapter 2 for a detailed definition.

Tangaliaweaving is practiced mainly in eastern parts of KachclthSaurashtra in Gujarat. It is also
traditionally woven for local herding and farming communities such as the Bharwads. The distinctive feature
of tangaliais raised knots done in the supplementary wetft.
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enthusiastsaandbuyersfrom all over Indiaandthe world. In turn manycraftspeoplefrom
Kachchttravel over Indiaand some,the world to sellandshowcaseheir craft. Weavers
now experimentwith a rangeof different materialsincludingmulberrysilkfrom South
India, eri andtussarsilkfrom Northeastindia,merinowool, varietiesof cotton counts,kala
cotton® andbamboo.Areturn to localsheepwool hasfound successn high-end markets
seekingrustic,authenticand ethicallymadeproducts.Theyhavealsointroducednew
colour palettesand experiment with layoutsand compositionandincorporatebandhani
andblockprinting. Thesedevelopmentshavebeenhelpedby visitingdesignes, NGOsand

designeducation.Thetechnologyhowever,haslargelystayedthe same.

4.3.3 The Kachchhihawl
InmostweaverSK 2 dza S& I ONRP&a YI OKOKK &2dz oAttt TFAy
OFfft SR . Kdz22RAU0 &Kl gf aQ A yradyNdAAdamplOe on2 dzNA
of these can be seen worn by the man on the left in figuret38.commonly light brown
or grey with an albver pattern in black or maroohese are bought by the original local
customers as well as visitors seeking aagiex product. As Shamiji pointed out in a
O2y@SNEIIGA2Y 6A0GK CNIGSNJIAY We¢eKNBIRa | yR
Odza ( 2 (Frtét12an7)
W2 § KI @S 5A¢lfA OdzaG2YSNE ¢6K2 02YS S@SNE
we get the NRIs (neresident Indians). They want different things. Different markets have
differ§nt tastes. But our customers want Kachchhi shvawls! The products need to have
Y OKOKKA ARSYyuUAuUéeQ O6A0ARUOLOD
5dzNA Y3 | INRdAzZLI 4SaaA 2 iweavindgzRpank of tHe Cialt NI RA (G A 2
Traditions courseohn which | learned weaving)-rater asked who first designed the
Y. K dze 2 RShamji fespantled that it is unknown who made the first one but that it
was likely to have been developed using leftover y&wcording to Shamii, urban designer
Vijayaben Kotakrom Madhapar, a suburb of Bhapd director of Gujarfior several years,

introducedabla (mirrors) to the shawls in the miti980s, as a way of providing work for

68 Kala cotton has beedeveloped by local NGO Khamiy R A & 0 R2NR D2 W2y G KI
cultivated in the region in the past. It is organic and needs little water. Khamir also have a unit similar to
Women Weave where the cotton is spun ambar charkhas
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Rabari womenThejari patla(a band ween in a metallic weft yarn) emerged at a similar
GAYS® ¢KSAS WotAyadeQ 620Sy YR SYONRBARSNE

Figure36. Detail ofjari patlaandabhla(mirrors) on shawl for local market

The Kachchhi shawl wagiven Gl status in 2011 after the NGO Khamir along with Kutch
Weavers Association, formed by a group of sixteen weavers from different villages around
Kachchh, submitted an applicati6hThe chapter dedicated to the Kachchhi shawl in the

Gl journal of hat year published by the government, contains a relativelgapth

description of the background to Kachchh weaving, the techniques used, motifs, process

and materia$ (Government of India, 2011).

9 ehru, G., 2017. Sr. Manager, Developmemtail conversation with Ruth Clifford, 8 August.
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Figure37.TheS E (i SN&A 2 NJ 2 T -tumshSplowitBeNnaia str&e2adZhGodi village

4.3.4 Kala Raksha Vidhyalaya (KRV)
YEEF wlhlakKl t§NRYSOYABRRDIR2 @ NIRAFE SOG | yR
I NI 2 R00®idtheTcan€ept that formed the basis of the truktwas founded in 1993
by Judy Frater, an anthropologist and museum curator from Washington, and Prakash
Bhanani, local to the village of Sumrasar Sheikh, 25 km north of Blatgr had been
conducting research in the region for 23 yedrBuringFrateiQ Bulbright scholarship to
study suf embroidery from 199919915 @ 6 Sy . KIF yI YA X t &skell | &4 K
herWg K& | NB & 2dz NB&SI NOK Awhigh initzited theidéafor Rdlay Q i
Raksha. Frater and Bhanani began working withremdery artisans in the village to
develop culturally and economically viable products for sophisticated urban markets, and
gradually their reach spread to increasing numbers of artisans throughout Kagfretar

2010; KaleRaksha 2010As well as their commercial ankala Raksha set up a museum

"0 A large part of this research was for a masters at the University of Washington, the thesis for which was
adapted into the booR hreads of IdentityFrater, 2003)focusing specifically on the dress and craft of the
Rabari community.
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within their headquarters at Sumrasar Sheikb,well asn archive and documentation

centre, as ways to educate both the artisans and visitors of the embroidery traditions of
Kachchh. They also ran a programme teaching the Imdkterate female artisans literacy

and health Howeverwhen the women could not see the benefit of this learning on their

f AQPSt AK22RY Yl wllakl o6S3ary | WwYiSINy (2
more directly related to their craft, ahin ways they would see more immediate results in
terms of earning from their embroidery work. The idea for a desiducation institute

developed out of these workshops when Frater witnessed the conflict of interests

emerging between professional desigaavho came to work with the artisans.

W2 S dzaSR G2 ONRYy3a Ay &2dzy3d RSaAAIYSNA (2 o
the tradition, and the artisans would roll their eyes because they were giving them

exercises to do that weren't realithey ertainly weren't based in the tradition and they
OX®8 RARYyUdG NBfFGS 2 GKSY FYyR L (K2dzaAK0GZ
GKFYy (KSasS 1JS2LX S O2dzZ R fSFENYy F (NI RAGAZY
After the earthquake the urgent need to rehabilitate the region gave even more impetus

to begin the desiginstitute. Frater then received an Ashoka Fellowship to develop the
curriculum. She undertook research visiting other design schools and organised a
workshop at Rhode Island School of Design (RISD), attended by experts in design
curriculum development or training for traditional artisans. These included Aleta Margolis
from the Centre for Inspired Teaching in Washington DC, Jan Baker, faculty at RISD,
Krishna Patel, faculty at NID and Chip Morris who had done extensive work with artisans in
Mexico. Consultants not present at the meeting included Dr Ismail Khatri, a master block
printer in Ajrakhpur village, Kachchh, Maria Conelli, dean at Fashion tesiitu

Technology, New York, and Claire Buckert, consultant at Aid to Artisansbésetb

organisation working to provide economic opportunities for {mgome artisan groups

globally). Frater recorded all the discussions in the meeting, transcribed thdm a

organised them all into index cards. Methodology was adapted in each class depending on

"Frater, J., 2016. SKV Founderector: Interview with Ruth Cliffordydipur,20January
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what worked well and what did not. The main goals set out in the curric@krater, 2014

p. 3 were:

- To enable artisans to significantly improve their standartivrig ¢ including social
and cultural as well as economic status

- To strengthen the vitality and viability of crafts in the national and international
market

- Toraise the level of education in the craft sector

- To provide a successful example of educatioadrm
The objectives set out to achieve these goals included:

- To build on tradition

- To increase the value of craft

- To enable artisans to develop critical judgement and the ability to assess their
work, develop critical thinking skills and develop coamigation, interpersonal and

literacy skills.

These goals and objectives demonstrate general development aims of building capabilities
andnurturing creativity to continue traditionTheywill be referred to in more detail

throughout this thesis in reladn to individual students and graduates.

From the start, local master artisans were invited to be part of the advisory bdaeke
included: block printerlsmail Khatribandhaniartist Ali Mohammad Ishé&handhani artist
Gulam Hussain UmaneaverShamjiVishramji Siju anandhani artistymar Farouk

Khatri. Each year the masters hold a programme focusing on the design traditions of each
craft and they are part of the panel interviewing new applicants. Such involvement of local
actors demonstrates avoidaa®f any kind of dominating western influence and

continuing practices of imperialism, which Tunsfa013, p. 236dbbservesoccurringin the
IDEO and Rockefeller design development prgjecindia and Africa. Tunstall arguist

the role ofwestern companiegs a more active one than # of thelocal actors The latter

are $epresented as those to be passively guided and direRtile the former? 3 dzA RS =
ASNWS: SY0OSRX 0dzif RXI LI &This gpBroaghiistirfiiEnceédibyk S R

Eurocentric or westerntentred discourses that position the west at the centre of



modernisation and industrialisation and the rest of thendaat the peripheries. Chapter 2
discussed the growing need to-@entre Europe when writing design histories, and KRV
(and SKV) provide examples of localised design practices and innovations while also

challenging the existing polarisation between thedband the global, as | continue to

demonstrate throughout this thesis.

For the first batch of students in 2006R\feceived funding from the Development
Commissioner of Handlooms (DCH) which meant they did not need to charge the entrants,
in fact they @id them to attend. Otherwisd-rater remarks, there would not have been

any applicants. In the second year they could not afford to pay the studeutt$t

continued to be free of charge. By the third year they no longer had the support of the
DCH(ane®w /1 KIR 02YS |f2y3 YR RAR y2i KI @S
as the previous one, a common occurrence in government as DCs move regularly from one
department to the next), and so began to charge students. On the advice of the board of
master atisan advisors, they made the entrance fee INR 10,000 which it continues to
stand at today. This charge was originally met with contempt by most artisans, but as
potential entrants have seen the benefits experienced by graduétess become
increasinglyaccepted Furthermore, paying to attend the programme has made students
value it. If it were freethey would be less sure of its wortAnother criterion set out by

the directors and the advisory board of master artisans, was that the students should be
traditional working artisans from Kachchh. Frater has expressed uncertainty over this
criterion, and they have had to turn away keen applicants not from traditional craft
backgrounds (I engage with the theme of caste and occupational choices more

substantally in chapter 9, sections 2 and 3).

The curriculum consists of sixaZek courses spread over one year: 1) Colour/Sourcing
from Heritage and Nature; 2) Basic Design/Sourcing from Heritage and Nature; 3) Market
Orientation/Concept/Costing; 4) Concept/Communication/Projects/Sampling; 5) Collection
Development/Finishing; and 6) Merchandising/Presentatib8tudents number ten to

fifteen in each batch and are block printebndhaniartisans, weavers and embroidas.

"2 For ease of reading, these course titles wilsbertened throughout the thesis to the following: Colour,
Basic Design, Market Orientation, Concept, Collection Development and Presentation.
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l'd GKS YFadSNIFNIAalyaQ | ROAOSI Mzlassya |y
are taught in Gujarati or Hindi. In between each class students return home to apply
concepts they have learnt to homework alongside ensuring their amgoing work is

under control.

Visiting faculty are professional designers working in industry, mostly graduates of urban
design schools such as the NHDater sends the curriculum to each visiting faculty

member, who then creates a plan for the tweeek course they have been employed to

teach, before sending back to Frater to approve and suggest any changes. After the first
few years of KRV some graduates returned as mentors, helping to facilitate interaction
between the faculty and student3here areat the time of writing, two permanent faculty

who are themselves traditional artisans and graduates of KRV olL&kKi Puvara suf
embroiderer and Dayalal Kudecha, a weaver. The permanent faculty help to translate the
concepts inthe classinawaytha NSt | §Sa (2 (G0KS FINIAalyQa
end of the course the students present their final collection samples to atjuey

feedback from which, students take on board as they develop collections to be showcased
at an exhibition heldeveral weeks after the jury. So féine exhibitions have been held in
Mumbai, Ahmedabad and Delhifter the exhibitiona sales analysgessions held,which
involves the graduates analysing their sales and impact of their collection and identifying
areas for improvement and developmeriiinally, aconvocation ceremonis heldwhen

awards selected by the juryare given in the categories includitgo Saad O2ft € SOG A
YEN] SGlFots&S @BB6BSOULINBEQY Ul GA2YQ WeR |y | gt
& ( dzR Mofelrgeently a sixth award has beenadddto S& G SEKAnaheGA 2y & |
evening of the convocation a professionailyoregraphedashion show is held and models
glt1 R2¢éy I fAG NI YL Y2RSttAy3 ¥ih®fdshianNI Rd
show was held in Tunda Vandh village, but since SKV began it has been held in Bhujodi.
The show is one of the major events of the year, and the one | attended in January 2016
was attended by over 6,000 people from across Kachchh. Severatrgdanterviewed

said they werattracted tothe course after attending the fashion show.
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4.3.5 Somaiya Kala Vidya (SKV)

Only five years after the KRV campus was built in Tunda Vandh village near Mandvi in
southern Kachchh, two power plants wepailt within a mile of the campus. Like any huge
industrial development, the plants have brought mixed impact, increasing jobs but at the
same time restricting grazing lands and the movement therefore, of pastoral communities.
Tensions have also arisen eten the locals and the migrants who have moved here from
other states for workFurthermore, KRV began plans to relocdtken,in 2013 and after

the eighth class at KRY,I £ | w | -oindlet, PrakasBhanani sadly passed away.

After taking stock anéeeling thedesignprogranme had reached its limitation, Frater

sought out funds to develop the programme into an institution. She was approached by
the K.J Somaiya Trddtho had an interest in working with her. She then resigned from

her position as de&ctor of KRV to join the K.J Somaiya Gujarat Trust and founded Somaiya
Kala Vidya (SKMVhile Kala Raksha Trust continues to run with continuing financial,
RSAA3IAY FYR YIFEN]JSOAYy3a adzLILR2 NI YFEF wlk{akl
curriculum in 2@5, but this ran them dry of funds so there have been no courses since.
SKYV runs with the same curriculum that Frater developed for KRest of the faculty and

some of the staff have moved over to SKV with her.

Since its inception SKV has been operattogifa small buildingwned by the Somaiya
Groupin Adipur,situated half way between the town of Anjar and Gandhidham, the
economic capital of Kachchh. It will move to a larger castipat is in the process of being
built, alsoin Adipur. INn2014 SKV began the first pagtaduate Business and Management
for Artisans (BMA) course for graduates of KRV and SKV. The course runs over eleven

months and, like the design course is split int@f2week classes. Each class is taught by a

73TheSomaiya’.Srouparea largefamily-basedcorporationhailingfrom KachchhPadmaBhusharShri
KaramshilethabhaSomaiydoundedthe K.JSomaiyal rustwhich supportsSomaiya/idyavihar,TheK.J.
SomaiyaMedical Trust, TheGirivanvasEducationTrustand PragatiMandal,comprisingover 34 educational
institutions. Theseinstitutions extendfrom elementarylevelto PhD ruralto urban,vocationalto
professionaland coverdiverseareasincludingmedicine the arts and sciencesengineeringreligion,
vocaionalstudies,education,languagesandtribal development.Somaiye&KalaVidyawassetupin
conjunctionwith K.JSomaiyarlrustto take forward the dreamof the late Dr. ShantilalK. Somaiyawho
wantedto start aneducationinitiative in hisnative Kachth. Thetrust andits activitiesare currently being
led by SamirSomaiyaSee http://www.somaiyakalavidya.org/about.html.

14€



visiting teacher. Dayalal and Laxmi, having undertaken the BMA course work as permanent
faculty on the BMA as well as the design course. The course covers learning to start or
increase an existing business, rmging money, planning and optimising systems of
production, producing a collection for exhibition and analysing and maximising business

performance.

At the time of writing, here has been a total di85graduates from both institutes since
Yw+ Q& FehilZ0b43 6f vhzare weavers. Sixteen of those graduates have gone
on to complete the business course, four of those being weavers. Most graduates from
Yw+ YR {Y+ O2y(dAydzS (2 WAYyYy2@0I 4GS 6AGKAY

have fourd growing economic success and wide national and global exposure.

4.3.6 Outreach projects

Anotherinitiative SK\beganin its first year,wasoutreachprojectsinvolvingdesign
graduatesn Kachchfcollaboratingwith artisansin other regionswho do not have
exposureto viablemarkets(thosethat bringin agoodwage)for their products Oneof
theseisthe ongoing¥ . K da@.2IR3A I projextiTreeweaversirom Bhujodivisitedthe
villageof KamatginearBagalkotin Karnatakavhereweavershavesufferedfrom the loss
of localmarketsof the traditional llkal sari,andrelocationof their homesdueto the
expansiomf the Almatti dam. Fiveweaversfrom Kamatgialsovisited Bhujodito
experiencehe effectsof designeducationon the weaversthere. By 2016four modulesof
the designcoursehad beendeliveredto the Kamatgiweaversby Kannadaspeaking

teachers.

ThesecondprojectisW C I tf BzZD | yichrOnsalongsimilarlinesto . K da& 2 R A
I 3 butivélv@sthree sufembroideryartisansin Kachchhandthree chikarf

embroideryartisansin LucknowMore recently,there hasbeenW Y dzi O &zY | @hjcif

Is a collaborativeproject with handloomdevelopmentorganisationAvni basedin Almora

in the Kumaonregionof Uttarakhand.Theseprojectsprovideanotherpioneering

approachto craft developmentand education,enablingartisansfrom different regions

4 Chikanis embroidery worked with white thread on white fine fabric for garments and accessories,
traditionally produced for Mugdl courts in Uttar Pradesh, and today is widely commercialised (see
WilkinsonrWeber, 1997)
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who, while speakingdifferent vernacularscancommunicateusingthe Wt | y 8fdz 3 S
R S & Ao BafrabBouteach? (i K SuNUReiand exchangddeas knowledgeandskills.

{ Y fc@designprojectswhichpartner graduatesup with studentsfrom designinstitutes
in different parts of the world, follow a similarpremise to enablemore equal
collaborationthan the top-down approachthat canoccurin partnershipswith established
designergseechapter7, section9 for amore detaileddiscussioron collaborationand co-

design).

4.4 Summary

Thischapterhassetthe contextfor the two regionsin whichthis studyhasbeenlocated.l
haveprovideda brief history of both regions the communitiesof weavers the
organisationof productionand markets,designsproductsandtechnology drawingon the
literature availableaswell asoral history. | then discussedhe formation of the two
institutesandtheir integrationinto the respectiveregionsand socialand cultural milieus |
haveshownthat while SKMvasfoundedby an Americananthropologistand museum
curatorand THSan Americangraduateand Maharani,the formation of the instituteshas
beencollaborativewith localactorsaswell asdrawingon globalexpertise.SallyHdkar and
her husbandin a sensewere reignitingW & NJ Rhkolgh @oyidinghereditaryroyal
patronageto revivethe handloomindustry.Localexpertisefrom masterweaverswas
soughtandthe staff teamincludesMaheshwarimasterweaverPraladSharmaalongwith
other experiencedveavers.Graduatestudentscomebackto supportteaching,andalumni
form a supportivecommunityboth within and outside THSThefollowing chaptersgive
more detail into the experience®f studentsand graduatesrelatingto desgnandbusiness

learning,enteringthe marketand makingcareerchoices.

Masterartisanshavebeenpart of the developmentof KRVand continueasadvisoryboard
membersteachingstudentsabouttraditional designdn attemptsto ensuretheir heritage
is not forgotten alongsiddearningdesignconceptswhich| discussn chapter?. In this
sensegffortsto W LINBS & SNR Baekidh ie@lisedpastpracticesare not necessarily
imposedby hegemonicelite forcesor a¥ 3 t Bigvdrchyof @ I  aitBoOghthey maybe a

’SKudecha, D., 2016. Weaveesigner, SKV faculty: Interview with Ruth Clifford, Bhujodi, 15 January.
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lingeringinfluence.Master artisansdemonstratea senseof pride andemotional
attachmentto their weavingtradition andthe designghat distinguishit from others,asl
showin more detail in the following chapter.Furthermore,accordingio Frater,the
purposeof havingmasterartisanadvisorsis to ensurethe studentsare W & bf Nd8lition,
not to preserveit with aviewto replicatingit but to knowaboutA (@ ¥ ihg endto
preservewith anunderstandingthat) traditionsliveandev2 f @ &rfisansalsomakeup
part of the permanentfamily at SK\by way of mediatingbetweenthe facultyand
students,interpreting the conceptsbeingtaughtinto termsthe studentswill understand.
Alumniartisandesignerssit asinternal jury membersto take noteson the 2 dzNéedback
andoffer guidanceto currentstudentson request.Theyalsoparticipatein the seminars
whichare held everyyearduringthe jury to discusgssuedacedin the artisancommunity.
Beforediscussinghe experience®f studentsat eachdesigninstitute, the next chapter
will examinethe skillsthat weaversdevelopbefore enteringthe designeducationandthe
processof gainingtheseskills,alongsidethe processesnvolvedin makinga completesari,

shawlor other uncut handloomedcloth.

8 Frater, J., 2019. Found®irector, SKV: Email communication with Ruth Clifford, 22 April.
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Figure38. Rajesh Vishram Valji at the loom
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5.1 Introduction

In the next two chapters | relay the processes involved in learning weaving in Kachchh and
Mahestwar and outline the stages of the weaving process. For this chapter which focuses
on Kachchh, I draw on a combination of my own experience of learning to weave in

Bhujodi village, film documentation and observatiamd conversations with weavers. A
descripton of the preloom, ortfloom and postioom processes is presented. This chapter
therefore, gives an insight into the skills, knowledge, technological choices and experience
of a typical weaver from Kachchh. It helps us to understand how these skills, kigawle

YR SELISNASYOS AyTF2NY (GKS 6SIF OSND& | LILINE |
balances or combines them with new knowledge leat8KVIn addition the chapter

positions the woven object and the craft in its social, w@t and physiologicaontext.

5.2 The embodied knowledge of a weaver

Hereditary weavers involved in this study, and indeed across weaving clusters in India, are
surrounded by weaving from birttWeavingh & 'y Ay i NR Yy & A Qa codicdpili 2 1
derived by sociologifRierre Bourdiewvhich refers toa set of common principles within a
structure or set of structures constitutive of a particular type of environm@&aurdieu,

1977, p. 72.¢ KSa S Liydhefaieiandior§anisePractices and representations that

can be objectivelndapted to their outcome§Johnson, 1993, p. 4jurther,these

principles are Hurably installe@¥egulated improvisationr@and YPermanent disposition@

The concept ohabitusis distinct toW K I ia thai idoes noimply mere mechanical

reaction or reproductiordirectly informed byactions previously set ouyand‘€ntirely

reducible to the mechanical functioning of pestablishedassembles WY2 RSt@Q 2N
(Bourdieu, 1977, p. 78Rather, in thehabituseachlearner seeks to develop new solutions
within the bounds of traditionFor weavers this meansupporting the continuity of the

craft. | show later in chapter 7 thah orderto meet the demands of luxury marketise
designerweaver must steput of the famliarity of hishabitus to learn the rules or

principles of thesegments of the market coming froather habituses For this and the
F2ff26Ay3 OKFLIISNE L F20dza 2V fpcessesthaters 6 S

practicedwithin this habitus.

In most cases the loom araharkhasfor bobbin winding (and sometinsavarping frames
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or drums) are situated in the household. At the beginning of my apprenticeship in Bhujodi,

L LIN» OGAOSR ¢Sl @Ay3 2y | Wi2 ghabngréged)end Y| RS
AONI LI LIASOSa 2F @INy (GUASR (2 adAaodla KIFYYS
these or simply pick up and play with whatever is lying arodiny arevilled by a desire

G2 20SNO2YS 02NBR2Y g KA Odotivaled obdeinta, pladyy R S LIS
FYR AYFIAYIFGA2Yy QS YR W3IdzARS& 2yS (2 NBI
(Pallasmaa, 2009, p. 8Blay is said to be an important part of learning craft in studies of

traditional crafts by Wilkinsofiweber (1997), Venkatesan (2010) and Basole (2014).

Figure39. Young boys from Bhujogiaying on the toy loomset up at thebeginning of my course, January
2016

Other weavers say they learn through helping their parents with small tasks such as
running to collect bobbins. Lave and Wen@&991, p. 29§lescribe this type of learning in
0KS K2YS |yR ad2NNRdzyRSR o6& GKS FOGA@AGeE:
they use to incorporate not only the learning oktiparticular skill but also of the soeio

cultural practices of the community within which the subject is living and learning.
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Most weavers who at the time of the study were aged between 25 and 40 said they began
learning weaving after completing eitherrtth or twelfth standard at schopbetween the

ages of fifteen and eighteen. This usually referred to the point they started weaving full

time, prior to which most would have practiced on the loom in the evenings after school.

Of the weavers over the agd 60, most had left school earlier, between fifth and seventh
standard at which point they would begin weaving full time. Vankar Vishram Valji in

Bhujodi who is in his 60s, began learning when he finished fifth staradatd

approximately ten years old. Vear Premiji Siju, also in Bhujodi and a similar age, said he
was around eleven years old when he began weavihgse ages may have been a rough

F LILINBEAYLFGAZ2Y & Ylye 6SIFOSNBE FYR | NUGA&LY
birth dates, some simply2ly Qi 1y 26 GKSANI 0ANIKRFI&®d ¢KAA
weavers could give a definitive answer of when or how they started learning weaving
M2AG ¢g2dz R &A Y Ldirparampaid WMISR DANVAY G@ 2 NJ WA
suggesting that theirowledge is inherent, hereditary and simply a part of growing up. In
a2YS AyalulyoOoSa oKSNBE 6SIFPSNEQ fS@St 2F 9y
on this statementsaying?¢ S f SIF N}y o6& o0SAy3a &dzNNRPdzyRSR
Accordingo Basolg2014) the weavers of Banaras said they have known weaving since
GKSe WYWoSOI Y@ 02 50 K2 drl Oher adtifos reporfiie same

response amongst, for exampdhikanembroiderers in Uttar PradegBasole 2014, p.

173citing WilkinsonWeber, 1997)and weavers in Pattapuranbid, citingRoman, 2004).

In Maheshwar kildren sitatthef 22 Y Wl & az22y Fa GKSANI ¥SSi
Master weaver Abdul Rahim in Maheshwar said he first sat on a loom at age fourteen, out
2F OdzNA2aArtes gKSy y2 2yS StasS gla t221Ay
mistakes would give him awallis brother would fix thenistakeswhich helped Abdul
Rahimtolear® | S KIR f SF¥G aoOKz22f FFGiSNI aSOSy (K
O2y RA U A 2y ,aad ha waQ fequied # Rork in the family business to earn. Such
playful experimentation ad curiositychimes witht I £ f I &Yl I Q& RS a ONX LJi

T Ansari, A., 2016. Master weaver: Interview with Ruth Clifford, Maheshwar, SHhikar, S., 2016. THS
FounderDirector: Interview with Ruth Cliffordlaheshwar, Quly



doing quoted above.

2 KSy a1SR K2g t2y3 AG Gl 1Sa ¢6SHOSNA (G2 o
Some say two years, some say ten to fifteen years, and weavers who have been weaving
for more than twenty years say there is still room to learn more or become more skilled.
Answers are likely to depend on products and target markets. For example, weavers in
poorer areas who rely on government assistance and are given orders of plam) &y it

takes around two years on an informal basis. The training at the government centre in
Maheshwar lasts for four months with only two months at the loom. The women | spoke

to who had been through this training said that this length of time is g reacha

good level of skill, and thahey will build upon these skills in employment. These weavers
GASG KIFIyRt22Y a YSNBfe I 2206 NI GKSNI GKIy
towards getting a national award or expanding their markdt @antinuously learn and

experiment in new counts, yarns, products and epeésinch.

There has been a lively discourse on apprenticeship learning, embodied knowledge and
enskillment over the last few decades within social sciences and education stiodies
example:Coy, 1989Dilley, 1999Bunn, 1999|ngold, 2000 andlarchand, 2016)
Anthropologists and ethnographers haadopted apprenticeship asfield methodto get

a deeper understanding of both the craft process and skills of a particular community, how
the craftspeople learthese skillsand to gain a better insight into the soaaltural

context of the craftln addressing problems with unequal relations betweesearcher

and researched as discussed in chapteaprenticeshiplso providsan alternative to

the ethnocentric approac LG Kl a GKS LRIOSYOGAlft G2 aKAT
knowledgeto a legitimation ofplural locaknowledgeqPottier, 2003, p9). Further, in
anthropology inLJ- NI A Odzf  NE | LILIINBY GAOSAaKALI KIa o6S8S
O2yySOGAYy3 GKS2NRSa 2(Marchafi® 2008/ H246)ave adtll O G A C
2 SYy3aISNNna GKS2NE 2F WaAddz (0 SdcsuchSudissy A y3IQ KU

We¢KS y2UiA2y 2F LI NIGAOALI GAZ2Y wXB6 RAaA&A2f OS
activity, between contemplation and involvement, between abstraction and experience:
persons, actions and the world are implicated inlak 2 dZ3 K4 X &4 LISSOKXZ Yy 2
(Lave and Wenger, 1991, %il).

Because thekills of craftspeoplé Indiahave not earnt them a formal qualification, their
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knowledge is widely perceived as inferior to knowledge gained through formal education.
Basolg(2018)and others studying indigenous knowledge in India describe the knowledg

that weavers hold apkavidyZ G KS y S NBaid GNIXyatldAzy (2
2 NJ WLIS 2 LI S.Ockavityh2ag fASYRBSNTI | yif & y20 WINI RAG.
contemporary, dynamic and adaptable to changes in society, markefsnadogy and
20KSNJI AYyFEdzSyOSa 2y (KS 4SIOSNRA 02NJ 2GKS
W9 @ S NEkarigar c6rBmuhity adapts to a new type of raw material, a new market or a

new source of poweilpkavidyais at work. Inpoyation, adaptgtion arJd charjge occur
constantly in the world ofokavidy& 2 F¥u Sy dzyRSNJ RdzNkaa |yR &
(ibid).

ThusjokavidyaOKA YSa 6AGK Ly3I2fR FYyR 1 FEfFYQa | NJ
creativity are inherent ithe continuity of a traditional practice and itsansmission from

one generation to the nex2007)8 y R . dzyy Qa 20 aSNBIF GA2y 27
linked with craft processes by way of continually striving to improve and problem solve
(Bunn, 2016)Whilewell-meaningpostindependent development efforts by formally

educated designs or development workerseekto improve the lives of artisans, the
differences in ways of learning and ways of expressing knowledge can be barriers to
effective results. Hema Raghunathan, a graduate of NID and seamighted designer

working on government development projegts SELINE&da SR (KA & OKI f ¢
GRSGSt 2LIYSy (¢ IyR aGadzaidal Ayl 3Ghoae{i®ss p.RB y U i
has written of this in relation to the terréesigrloo, stating

Wy 2 g2yRSNI GKSY GKIG ySAGKSNI 6KS GSN)a RS
in movstAof the Asian linguistic traditions, for they'carry with thevm all the ideologicall

dzy RSNLIAYyYyAy3a 2F FANRUG ¢U2NIR [aaz20AluA2ya
It is forthis reason that the artisans Raghunathan works with are not necessarily able to
verbally communicate to her what they neeflich miscommunication stands at the heart

2T ONRUGAYEEFAFHQUWRSODSE 21LIYSYyld AYAGAlL GADSa

8188 Y& RAaAOdzaaArzy 2F GKS GSNY WAYyy20FGA2yQ | f2y3
chapter 1.4.7, as well as chapter 7, section 2.

’9RaghunathanH., 2015. Designer/project consultant: Personal conversation with Ruth Clihethnail0
November
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5.3 Llearning weaving in Kachchh

Many of the weavers in this study who have been through the design and business
education are much more likely to talk about the traditions of their craft, the patterns,

motifs, origins and myths, than those who have been legogad tocontemporary

YFEN] SGa aSS1Ay3a WiNIRAGAZ2YIEQ ONIFG LINBRA
verbalise and intellectualise the processes in their wortheir markets,i K N2 dz3 K W3 A
LI NOAF € GNI yat | \vitofiel 2312) B2 mbly Bwill kogud énh the 2 NR & Q
learning of weaving itself, which includes very little verbal instruction when leamitige

home or through the traditional apprenticeship. This was one reason | decided to take up

f SENYyAYy3 G2 6SIF@S YeaStFo LydJMIINSI®A y I (K
Bourdieu refers to the generalised responses makers give to anthropologists who ask

about their work, the result he asserts of beimgaccustomedo verbalising their

1y26ft SRASD® ¢KAA (KBNABNEBER&KOEA ADY dZNE &0 3 B RS
somSiAYSa O02yFdaAS 6AGK Wl Oldzrt yIlGAdS SELIS
answers based on what they think the anthropologists or researchers want to hear. In

their studies of skilled manual workers, Simp$2006) Venkatesarf2010)and Basole
(2014)weretold when asking participants to describe their craft, to try it themselves or
GKSe Wg2dzZ R 2FGSy &SS y20KAy3 g2NIK O02YYS
(Basole, 2014, p.17®) ¢KIF G Aa yz2d4 G2 alre wWikSe KI @S
2yt e GKIFG AG G (DeMcala and Wilkirs@nvehelv/, 2016 g BOYMY
AYOGSNLIINBGSNI Ay al KSaKégl N YIRS (KAA LRAYD
about their work, they just do @4Such observations bring to life philosophical analyses of
GFOAG YR SY02RASR (y2¢f SRISY HRKRAWK K St 2Afi
Oy 1Y26 Y2NB (Pokhyiy19663%).0y GSff Q

It is important to mention however, thdiecause my apprenticeship was organised by SKV
(which Idiscuss irthapter3, sectionl3) and my teachers had been through the course at
SKV, they had some guidance and training on how to transfer their knowl€dgecourse

was designed based on the lear having no previous experience of weaving, and |

80Kanere, G., 2016Veaverentrepreneurand English teacher: Personal conversation with Ruth Clifford,
Maheshwar6 July
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considered myself a beginner having only took a brief module on weaving in my
undergraduate Textiles degree over ten years previously and forgotten most of what | had
learned.l had several teachers spr@across the month so as not to keep anyone away
from their own work for too long. In the first week my teachers were Purushottam Premiji
Siju, Jentilal (Jenti) Bokhani and often Prakash Naranbhai when he was available. In the
second part of the course | waaught by Rajesh Vishram Valji, younger brother of Shamiji
Vishram Valji in whose family workshop we were learning. The final session of the course
was taught by Prakash Naranbhai and sometimes Nitesh Namori Vankar. Having attended
SKV most weavers haddmme accustomed to talking about their work and

communicating with nofHindi, Gujarati or Kachchhi speaking outsiders. For most except
one teacher who had done a twatay course, they had never taught weaving before to

their own family members or an outsidelhey all had children of too young an age to

start weaving. | was assisted by an interpreter much ofthe apprenticeship but there

were only a few occasions where this felt necessary. Most of the time | could understand
through observing actions and the odd English word or phrase that my teacher would
understand, and the odd Hindi word or phrase that tlarstood. The apprenticeship

lasted only a month and even if it was a ydawrould never fully be able to understand
exactly how weavers learn because it is a lifelong process for most. Nevertiigjage

YS | W Y2NB AYyUOUAYF OGS (Iys2 R S(RaveyBaideiie) LI
and Mason, 2015)To support the description of the processd also refer to observation

of the processes being carrieditdoy different members of both the weaving community
andthe neighbouring communities who undertakeocesses such as dyeing and spinning,

as well as interviews and film.

Film was an alternative way of taking notes to document my learning predast, had

the course have been longer, may not have been necessary as the knowledge would
become more engrained with repeated practice, and | could document the process from
memory. | used a simple small camera and tripdgdch was notoo obtrusive. | would

leave the camera filming for a certain amount of time and would place it at different
positions depending on the&askbeing done. Even within one task, | would move the
camera around to include the actions of the different parts of the body and loom. As in

many traditional craft apprenticeship®illey, 1999Marchand, 2008)my teacher would
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demonstrate the process after which | would try and they would watch and give verbal or
actionroriented instructions. For my teachettsis also involved slowing down their
LINPOS&aas> adSLIAYy3IT ol O] FNRY @Gawldnd, BISWRSO2 Y
Gowlland, who documented the process of a Chinese potter through film and
apprenticeship, suggests that the images he created of the process, as well as his own
learning, while not being a replacement for the actual apprenticestap serve as

WSljdzA g £ Sytia G2 GSEdGdat RA&AOdzaaAz2ya 2y Sy
leaving a camera at a still position at different angles at different parts of the process, and
capturing shots of my teacher, zooming in on the gesfuand parts of the body that were

most important for the particular process, was an effective way to show how the whole

body is instrumental to the procesk was also effective inighlighting the relationships of

these particular movements to the who(Gowlland, p294). Further, film has the ability

02 NBLINBaSyild GKS dFraia Ay | GNHzZSNI I yR Of S
GF aila (LeNbBnnigf,21999 p. 30)

5.4 Materials and tools

Yarns and fibres
One of the first tasks of my course, after practising on the toy loom, was to learn to
identify different fibres, which we did by conducting burn tests and pulling apart yarns,
before attaching them to a labelledhpS OS 2 F OF NR® ¢KS 4SI S N&A
tests as knowledge was simply passed amongst family membbesame yarns were
used across the weaving community and the introduction of new yarns would come either
from a trader or designer who are lilgeto be the ones to pass on the qualities and
0SYySF¥Aala 2F GKS @FNYy (2 GKS 6SI OSNERP® bSTS
O2 y a OA A3ngttS2DABXS also crucial in understanding how the final product will
FSSt yR 2210 ! & 2y SkmiFby iéyard 9de Oov gdl@ve wl 2
g At (BHRNJd/ to Bathiin® spun yarn, there would have been no such thing as
Wwo2dzy i Q® | I NYy& 6SNB dzyRSNARG22R GKNRdJzZZK RA
would have informed the development of counts as a scientific record for indudtnys,

ass Pallasmag2009, p. 79y 2 1Sa > WiKS LINRPOSaa 2F YI{1Ay3

81vishram Valji, R., 2018Veaverdesigner Interview with Ruth Clifford, Bhujodi, J&nuary
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loom and | began to realise the consistently closesidgt and visual connection the

weaver has with the yarn. Testing yarns is encouraged during the SKV course to enable
students to branch out into different materials and have a good understanding of the

yarns, their qualities and their suitability to thequuct design and market.

Looms
The next stage involved learning about looms. | was beginning to realise the extent and
diversity of knowledge and skills required to weave. Understanding yarns requires a
certain level of scientific knowledge, while undarsding the loom requires knowledge of
carpentry or even engineering and physics. The majority of weavers maintain their own
looms andcanadjust or fix them when required. When my loom was being set up, Jenti,
Purushottam and Rajesh all worked togethesetwsure there was balance in tipankha
(sley), and that the lengths of the string attached to the peddles and shafts were all equal.
¢tKSe (221 YS (2 &aSS 2GKSNJ ¢S @S NHurri¢ 22 Y&
looms, and one of just a couple of maw handthrow shuttle looms in Bhujodi. Thieath
saarwas being used to make traditional sheep wdbhblafor a small local market. The
kharadd { AYRKA ©2NR FT2NJ OF NLJISG0O f 22 rowshuttt dSy
pit looms, using just sevaltree branches attached to the ground with rope and p&gs
makeit easily portable. It is possible that the limits to this very old loom is the reason that
kharadweavers have been less able than the shawl weavers to keep up with
contemporary markets, although they may also have received less attefrtbm

development initiatives.

5.5 PreLoom processes

The most timeconsuming and important parts of the weavingpess wherever it is
practiced, happen before the weaver even sits at his loom. The first four processes
outlined here are not traditionally done by the weavers but by Rabaris (who own the
sheep) and Khatris (dyers), as mentioned in the previous chaptdreaen today are only
practiced on a small scale directly for the weavers. These practices have been revived for
an increasing higlend urban and global markseekingproducts made completely by

hand.



5.5.1 Sheep shearing

Sheep are sheared by Rabari men who traditionally exchanged this wool with the weavers
for the cloth, along with dairy products and grains. The Khatroda community from
Rajasthan, roving sheep shearers, also play an importan{Ealeards, 2009, p. 23Jhee

are two breeds of sheep in Kachchh, the Marwari and the Deesa which are shorn twice a
year, in March and September. The sheep are identified by marks which attach them to
their owner. The Rabari community we visited live in Padhar village, about seven
kilometres further east of Bhujodi. They had been loaned land by the government who
encourage them to settle to facilitate the building of factories in the regidre wool is

usually sold to Deesa in northern Gujarat, Rajkot in Saurashtra, Bikaner andrBarme
Rajasthan where there are spinning factories. The fleece of one sheep weighs around 200
grams andvill sell forbetween25 and 50 rupees. After spinning the yarn weitgss,
FNRPdzy R MmHn (2 mMon 3INIFYa O0YAydza &Syt S

Figure40. Sujabhai Rabari shearing a sheep, Padhar Village, August 2016. Photograph: Shradha Jain

82vjishram Valji, S., 2016laster weaverPersonal conversation with Ruth CliffoRkdhar village3 August.
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5.5.2 Wool cleaning
Wool cleaning and spinning are traditionally done by Rabari women. Cleaning is done
completely by hand without a carder and involves continuous separating of the fibres to
smooth them out and remove dirt. Hand spinning in Kachchh has dramatically declined
over the last few decades because it is not compatible with the large orders theevgea
receive from urban clients. Before these clients came alodigadla ludi or any other
woven item of clothing was woven only when required. Shamiji is encouraging a revival of
hand spinning in Kachchh and he employs a group of Rabari women to spiesiiaeol
for hisdhabh, as well as the simpler adaptations of these which are very popular as

throws in the western market.

Figure41. Wool cleaning. Photograph: Shradha Jain

5.5.3 Spinning
Spinning is done immediately aftdre fibres have been cleaned and organised into piles.
It is done on a Gandhian style woodemarkhawhich is operated by spinning a large
wheel which is attached to the needle where the fibre is added. One hand pulls and twists
the fibre while the otheturns the wheel. In the past this would have been done on a

simple drop spindle.
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Figure42. Hasuben spinning the sheep wool. Photograph: Shradha Jain

5.5.4 Dyeing

The dyeing of yarn (before it is woven into cloth) is done by weavers themselves when just
a plain colour is required. Certain products such as Rabaflawere always left the

natural colour of the sheep wool. When a dyed pattern was required, an exaboehg

the Rabarludi (veil) orphulakiyun(flowered veil)which are made distinct by red and black
tie-dye or blockprinted patterns (and embroidery), the Rabari client gave her preferred
design to the Khatri Muslim communi®§y®Y K § NA Q GNF yaftl d§Sa G2
Of 20 KQ YR (GKS O2YYdzyA (@& bandini h¢ Bhatdl\doRenA y 0
would tie the shawl in places which would resist the dye to create a pattern, and the Khatri
men would then dye it. lvas then ready to give to the Rabari woman who may embellish

it with specific embroidery patterns to reflect her life stage. The combination afytee

and embroidery matched the property transfers of marriggelwards, 2009, p. 24)

Colours such as lac ford and iron rust (or acacia leaves) for black were used foluiths,

Ahir and Rabamdhivtosand shoulder cloths, and the Allhabla When synthetic dyes

were introducedthey were used for the Ahidhablawhich traditionally usganch rangi

(five colaurs).

83The patterns reflected a particular stageaofa, the ritual visits made by KS o NA RS (2 KSNJ K
There arefive patterns for the fiveana (Edwards, 2009. 33.
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been working orperfecting the process. Figuds shows him dyeing with synthetic indigo.

The family use both synthetic and natural dyes, the former beingpreand much

quicker to process. Wool and silk yarns only need to be soaked for approximately fifteen
minutes in acid dyes (it is not timed exactly), but if using natural dyes any yarn needs to be
soaked for two to three hours. Acrylic is usually alwayzipased readydyed. Dinesh used

y2 &aLISOATAO NBOALIS FyR RARYICNE YSIfa dzBNS CRidki
0KS2NE ¥ Reguaf pga&iceledds to an embedded awareness of exactly how the

solution should look, smell and even taste

o |
Figure43. Dinesh Vishram Valji dyeing woollen yarns with acid dye. Photograph: Shradha Jain

The revival in interest in natural dyes over the last two decades has led to other weavers
adopting them for value addition. SKV akRV have provided the opportunity for Khatris

to share some of their dyeing knowledge with weavers and vice versa. In some instances,
block printers have commissioned or collaborated with weavers to print on-ann

cloth.

Once the yarn is ready, drieginning with mikspun yarn, the processes of hank winding,
preparing the warp, setting and starching together takes about one week. | could not gain

I Fdzftf aSyasS 2F GAYS RdzZNAy3I Yeé | LILIINBY(GAOS
just preparirg short warps. My teachers would also often step in to help speed up the

process to ensure all the processes could be fit into the time period.

84vishram Valji, D., 2016. Weaver and dyer: Personal conversation with Ruth Clffajodi,4 August

163



5.5.5 Hank winding

The spun yarn is wound onto aipro (creel), from which the bobbin is wound or the warp

counted.

Figured44. Gopalbhai Siju winding the hank. Photograph: Shradha Jain

5.5.6 Preparing the warp
The average length of warp in Kachchh is 50 metres, which takes two days to measure out.
This is done on aadan(warping boad) which is similar to those used on a small scale by
handloom weavers universally. Another way of measuring the warp is by a mill or drum

which is used by weavers in Maheshwar.

The yarn is either fed onto th@dandirectly from a creel or from spools. Sal spools

and strands of yarns may be fed through at the same time. Instead of attaching the yarn by
hand which could irritate the skin, the weavers use a wooden pole with a small pole
attached at a right angle to one end which the yarn is wrapped arpand this works to

feed the yarn across thgegs andhelps to keep the yarn at an even tension. The number

of pegs the yarn goes around depends on the warp length, and the number of times the

yarn is wrapped around these pegs depends on the number of padmch.
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Figure46. Manuben counting the warp from ereel. Photograph: Shradha Jain
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Project Notes

Technique Plainweave

Size width: 19 inches (48 cg weavers
work in both inches and centimeters)
Warp: cotton

Wetft: various

Reed 1 end per heddle and é&ds per ¥y
dent (@har), except for bordeg 4 ends per| | = y
ghar (for extra strength)

Warp Sett(the number of warp ends per
cm, calculated from the reed dent size ar
the number of ends per dent}:3 ends per
inch

Weft Picks various

Number of ends247/ 2 = 12 (warp set
at 2 ply to halve the time(19 inches x
thirteen ghar(ends)),+ 10 yarns on either

Figure47. Counting out 2 metres of warp

When | began the warpingrocess| was very slow and would easily get confused over

which side of the peg | was passing the yarn, although after a while this became easier and
| did get faster. Purushottam and Jenti watched and on the odd occasion Purushottam
OFff SR 2ddR @2y AKFS gNRy3a gleéd ¢KS dzasS 2
than standing and walking from side to side. | could sit in one position and would just have
to reach from one side to the other. With the help of my teachers | completed the

measuremat of the warp in one day.

5.5.7 Setting
After the full length was prepared (just over 2 metres), | had to separate the yarns. This
involved sitting on the ground with legs bent and threading a stick or pole through the
lease (loop of passes) at the enfitbe warp, and another on the other side of the lease.
These poles kept each equal set of yarns separate. | then positioned the first pole at the
tops of my feet in the joint of my shin and foot, so that the tops of my feet were pressing
into the pole, anl the second pole further up away from me. The other end of the yarn

was tied taught to a pillar. The yarns were in between both feet and | passed each one
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together when tley go into the starch solution. This process required the flexibility of the
body and joints and | would regularly become stiff and have {pagtion myself, not

being used to sitting and leaning over for a long stretch of time. This prebesgdthe
ways in which weaving really does involve thigolebody and not just the hands and

head.

Figure48. Setting the warp

5.5.8 Starching

Starchis appliedto the warp yarnsto strengthenthem andhelpthemto stayin place
whenon the loom. Twohandfulsof wheatflour were mixedwith water then addedto a
pot of simmeringwater. Oncethe water hadboiled, we let it coolandaddedit to alarger
bowl of cold water. Thewater becomingclearis evidentthat all the yarnhasabsorbedthe
starch.Thenthe yarnwasstretchedout on aframe calledthe paen.Theyarnsare
separatedandflattened out, and polesare insertedinto the gapbetweenthe two
sections.Thenakolori, largebrushis usedto combthe yarn. Jentishowedme how to
applythe brushverticallywith a goodamountof pressuresayingd A go@l&xercisegives
youY dza O fTigBrisishouldbe passeddown the lengthof the warp aboutthree times.

After brushing,the yarnsneedto be separatedagain.Usuallystarchingis donein the early
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morningbeforethe sunisfully up sothere istime to separatethe yarnsbeforethey dry
too quickly.Whenthis processs completethe yarnis removedfrom the paenby wrapping

it aroundthe two poles.

Figure49. Spreading the starch evenly onto the warp usingkb#oribrush

5.5.9 Joining

...‘,_

LTy
B3} .’ﬂ,-
Py

Figure50. Joining the new warp to the ends of the existing warp
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The new warp is now ready to join onto the existing
warp on the loom. When the loom does need to be

] x X threaded, the warp yarns are passed through theh

(heddle) depending on the threading/drafting plan.

Therachin Kachchh is usually made with twine rathe

x . than steel which is used in other weaving centres. My

threading plan was a straight draft

| found the joining technique the most difficult. It

FiguresL. Threading plan involves twisting the two yarns together to make as
aY220K | 22AY & LJ2aa A ostthfodgh tha&reel gsasily SABh isi K S
used to keep the fingers dry. | practiced using a few scrap yarns by wrapping one piece of
yarn around my toe, stretching it out taught and adding the new yarn. Again, the body
served as a useful tool. | discovered thdgent of dexterity required for this process which
L RARYQU KI@S® C2NJ Yeé GSIFOKSNR GKAA gl & a
weaver and founder of the only workshop in Banaras using the drawloom technique to
weave compleypatterned fabics, like all the processes involved in weavjoming
NEIlj dzA NB& | WaAE (skaadin2 yiaN$ S8 SW, 2idx WY RL 248Af fi
6SIFPSNB 22Aya mansnnn 6FNLJ GKNBIFRa FTNRBY 2y
same time SoA { & &y sight®

5.5.10 Bobbin winding

Traditionally in a family saip, the bobbin winding would be done by the women of the

family alongside other household chores. This enables the men to weave continuously
without having to break to fill up the bobbinMany weavers in conversation would use

GKS 6FNLJ FyR STl YSUlILK2NI G2 RSAONAROGS (K
YSyQa Gl &ala FyR GKS AYLRNIIYOS 2F GKAA Ay

85Jain, R., 2016. Textile historian, weaver and founder of ASHA workshop, Varanasi: Interview with Ruth
Clifford,Delhi,24 June.
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Wi Of 20K A& YIRS gKSy ¢S désire®éhd dmotidrds th&ch.NB f |
2 KSy GKS gK2fS FTlLYAfte Aad Ay@2f SR (KS Of
W2 S YIylF3S 2dzNJ oqhsisyhs time weal geNdg&HeryaydliNduss

things. If we have a pressing order to start wil] discuss this, then the women also know
Fo2dzi GKS 2NRSNIJ®%®2 (GKIG GKS&@ OFy KSft L®Q

Forthelarged OF £ S LINBRdzOGA2Y ©2NJ] GKIG A& R2yS
work on designated task®eepak usually winds the bobbins, takes care of otherjodd

and makes tea. Parbat and his wife take care of washing and ironing. With an increased
income coming from successful business, Sheamemploy others and keep the women

in the family free to take care of household chores, look after the childrertemtito the

COWS.

Having regularly watched women winding bobbins on the doorstep or in the home, | had
always presumed it would be egdyut when | tried it soon realised the opposite. The trick
to bobbin winding is to achieve evenness on the spool. A bobbin winder is constructed
almost exactljlike a spinning wheelAlooped piece of chord is attached to the wheel at

one end and the metald at the other endwhich the spool is then attached to. As one
hand winds the wheel, the other hand feeds the yarn onto the spool starting at one end of
the spool and moving downwards, and then back up again. This is repeated until there is

enoughyarrry (G KS &aLlR2t> odzi y24 (22 YdzOK GKI

Figure52. Left: Practicing bobbin winding: Right: Deepak winding the bobbin

86 Vishram Valji, S.027. Masteweaver: Interview with Ruth CliffordBhujodi,5 August
87 Siju, P., 2016. Weaventrepreneur: Interview with Ruth Clifford, Bhujodi, J&uary
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The process requires good coordination between both hands and eyestre the yarn is

spreading evenly up and down the spool.

5.5.11 Setting up the loom

The majority of weavers in Kachchh build and maintain their own looms. According to Roy
(2008) in early modern India having a good level of carpentry knowledge was something
GKFId KFER AYyFtdzsSyOS 2y GKS fSy3aidikK 2F (GKS ¢
reason pit loom weaving has survived up until today. The looms are easily dismantled and
constructed and can be adjusted to fit the person using it. Two identical wooden posts are
built into the ground on either side of the pit. Each post has another wooden post joined

at the top at a right angle with a diagonal wooden post underneath forraitrgangle. To

the top of each of these horizontal wooden pieces gamkha(sley) is attached. The
pankhal N} yat I 4§Sa (2 WFryQ YR Aa (GKS agAiy3ai,
and beats the cloth. There are also two smaller posts at eitheraidhe pit on the other

side which the warp beam is attached to. Tthe(cloth beam) is a rectangular prism shape

and has a narrow groove running along it where the metal pole which is threaded to one
end of the warp sits inside. ®ufani, steel pole $ attached at one end which is used to

rotate the tor when the warp needs to be wound on. The final permanent piece is the
Ganesh, the post which the rope that holds the warp is attached tordtteare attached

with string to thetop of the wooden postand to the pedals which lie in the pit.

Everything igarefullymeasured so it is evenly balanced.
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Figure53. Front view (notto-scale) of the loom with labelled parts

Drawing the loom which Rajesh encouraged me to do, provaedlternative three

dimensional way of engendering the technique, to writing. It was important to understand
the technology for two reasons. Firstly, understanding the tools and technology used in

the techniques helped to fully understand the whole praze&s_emonnier paraphrasing

I 2Yy1EAY OmMdpyHO SYLKFIaArAaSas WiKS NBFazy (K
GKA&a NBaSFNOK Aa KFGX GSOKy2t23ASa I NB

(Lemonnier, 1992, p. 3Mauss makes a similar point in fiischniques of the Bodgrguing
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(Schlanger, 2006, p..3)

Secondly, understanding the technology along with the decisions to update or maintain
technologies helped to understand its impact on the slgn process, innovation and

knowledge transfer within the weaving communities. The pit loom today is largely the

same as it has been at least since the 1960s when the fly shuttle was introduced, the only
implement adopted bynostweavers in Bhujodi, alth@h there are frame looms in use
sporadically across Kachchhi villages. Lemonnier (ibid, p. 82) referencingsbarban
adza3sSada GKIG OK22aAy3da G2 |R2LJG | LI NI A Od
GKS AYGSNYIFf YAt ASdédow new tdRiSridigsiniradiicédSn Ay  OK
al KSaKgl N F FFSOG 020K (KS AYRAGARZ f Qa ai
process. To understand the impact of technologies on skill, division of labour and
productivity, it is useful to refer to Ler@ourhalfQd FA @S & (| Argeld, 2000, O 2 y
p. 301) This idased on degrees of dependence, from complete reliance on the human

body to the opposite, complete reliance on technology. Bhujodi weaving lies roughly
between the second ahthird stages. The second stage i@ the hdhd exerting an
AYRANBOG Y202N) Fdzy Ol A 2 V. Jhe thikistageh A2 A oBKS Wi 2
F2NOS (2 I RSOAOSITI &dzOK & I ALINAY3IS ONI Yy
@ARV®D® ¢KS NBlFIazy GKS YI OKOKK ¢S @SNEQ NB
these stages is that they combine pulling the pulley which carries the shuttle across the
cloth, with inserting patterns using only the hand, or with wooden slats totereatra

LI GGSNYAYy3IAZ a4 L akKz2g Ay Y2NB RSGIFIAf o6Sft2
operation of his wheel, in that he utilises his feet to operate his machine while he
WO22NRAY I GS& Yl ydz £ @Aadz t | yiRhepdt.OGAE S F
Weavers shape the patterns on the loom with their hands, mind and vision, while utilising
their feet to move the peddles. In Kachchh, particularly Bhujodi, by maintaining traditional
technologies thexanmaintain a harmonious familial divisieof labour and avoid any

LR GSYGArt RSaiAftAy3a o0& Y2NB WSTFFAOASY(HQ

have started to happen more recently, as | show in chapter 8, section 6).



5.5.12 Blessing the Loom
Religion and worship are important pardf many weaving traditior®§,and for Kachchh
weavers who are Hindu, religious devotion was evident throughout my apprenticeship.
Further, Vankars and Rabaris are known for their piety, which gives them status and moral
standing in the community. Befolestarted weaving, we performeduja(prayer) to
bless the loom. Thigujais dedicated to Lord Ganesh, the name also given to the sturdy
post that holds the warp in place and keeps the tensiarti is performed with lit ghee
and offerings of rice anhdooare placed beside Ganesh. At the start of my warp several
other weavers and neighbours came by to join in the ceremony puifeeis done to pray
for protection while weaving and that it will work out well. Weaving work was
accompanied byphajans(dewtional songs) as well as Bollywood songs, or the TV would
be on the prayer channel showing live preaching by a respeuedit Visiting the temple
is an important activity in the daily routine, and most family households have shrines

dedicated to diffeent gods or goddesses, including their community godde$satayji.

g

Figure54: Left: Ghee fire pujaRight: Ganesh shrine in the weaving workshop
5.6 On Loom Processes

5.6.1 Weaving
Immediately when | started weaving, | began to realise the extent of skill and bodily and
YSyidFt Sy3ar3aSySyid NBIdANBR® Wl | yRf22YQ R?2
process because the engagement of the whole body, mind and senses, and the

coordnation of all of these, are crucial to weaving well. One weaver | interviewed,

88 Theinterconnection between weaving and worship is articulated in detail by Deepak Mehta of the Ansari
weavers in Uttar PradegiMehta, 1997)
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a S3IAK2A 0 Keaking ¥ likk yoia. Iinvolves the whole body and mind. If all are not

O2 2 NRA Y Ay 38 guéh ceordidatigh @ commenNyiewed to achieveetite

results inskilfulLINI: OGAOSasx a trFtflFayYl FNOAOdAZ I G6Sa
and artist alike, the seamless and unconscious collaboration of the eye, hand and mind is

O NHz(Pallagmg@a, 2009, p. 8Bunn made a similar observation in her study on Kyrgyz
FStG YF{SNARAZ FRRAY3I GKS AYLRNIIFIYOS 2F GKS
not properties of body or mind but of the whole person, indissolubly body and mind,

KdzYl y | yR SE®h208ypY38H. U Q

| started with simple plakweave and wove the whole muffler using plaueave to get the
practice. This involved pushing the right two pedals while passing the shuttle from right to
left, and at the same time as beating the weft yarthawthe pankhg swapping feet so the

left foot is pushing the left two pedals and then immediately passing the shuttle the other
way, and repeating. If the pedals are not pushed hard enough, the shed is not wide
enough to let the shuttle pass easily through and it catclt and break the warp threads.
This happened often and gradually decreased the more practice | got. Jenti and
Purushottam would join the broken yarn by twisting them back together, as described
above (sometimes | would try but mostly fail). Sometimeew warpthreadhad to be
inserted. | was instructed to keep my right hand which was holdingrthiya (chord

attached to the fly shuttle), close to the loom and left hand in the middle ofpidnekha
(beater) and push thpankhaas far back as possible geere was enough depth to pass

the shuttle through. Then as | pulled tpankhato beat the cloth, | simultaneously

swapped feet so that as | pushed thankhaback again | was ready to pass the shuttle

across the opposite way. The initial pace was very sis | worked out the coordination.

When weaving a simple weave at a fast pace the experienced weaver can seem almost as
if he is dancing as his whole body bobs up and down to the rhythm of the shuttle clacking
against the side of the loom. This dancerdy achievable if the cloth is simple or plain in
pattern. In Kachchh, pattern is achieved by manually lifting the warp threads (extra

drafting or extraweft), so the dance or rhythm is regularly interrupted by this action. But

89vankar, M., (2016). Master weaver: Interview with Ruth Clifftddramata village, 2 January
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to reach the level of bodgoordination required, a weaver will start by weaving plain
cloth. The unevenness of the weave and several broken yiarmsy completedlain
weave muffler, were evidence that | was far from achieving a coordinated, rhythmic

dance.

Figurebb. Starting to weave

References to the body occurred often in my conversations with weavers: describing
weaving as being good exercise, and sometimes in complaints that it gets physically
strenuous and causes back pain. Furthermore, beinggiooa state of mind is key to

weaving well, to ensure the weaver successfully coordinates the physical aspects with the
mental. This further involves heightened use of senses, a good eye and sense of touch to
check the tension is correct, the loom settisgeiven, and the colour, pattern and yarn are

all working well together according to the design requirements. Kachchh weavers further
SELINB&a |y Syz2irz2ylf O02yySOiGAzy (G2 GKS LN
AyiGd2 A0Qd C2 Nlayeltye@dodlifatioh of thg” mind 2haart and Ebaly is
SaaSYGAlf F2NJ ¢Sl GAYy3IAd WLT %BbbtweaRinglisall | y dzi f
encompassing. Shamji said weav#t& I @S (2 KI @S { K&cethsydhave v 3

9Ovankar, K., 2016. Weaver: Interview with Ruth Clifford, Kotay, 2 January
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Figure56. Left: Cuttinghe stole off theloom. Right: The finished stole off the loom

5.6.2 Weave wariations

With Rajeshasateacher,| learnedweft-facedweavewhichin localKachchhis
calledchoperaandtwill (alsocalledchoperain locallanguage | often got confusedat the
namesof the weaves put realisedKachchhiwveaversmaydifferentiate the weavesin a
different wayto the waywe do in the west). After removingmy muffler from the loom, |
started on a new cotton warp setat the sizeof a stole with someextrawarp for sampling
soondiscoveredhat a cotton warp wasmuchmore difficult to weavethan anacrylicone,
andl would regularlybreakyarns.| starteda pallu (the term for the visibleend of the sari,
but alsousedto describethe two end bordersof a stole or dupatta) of different coloured
twill andchoperaandthen usedwhite to weavea plainground.| left spacingg antri, every
few inchesto practiceboth plainrweaveand antri but alsosothat | couldgetthe ground
finishedquickly. | hadjust got up to the start of the oppositepalluin the spaceof one day.
Rajeshwould callout the pedalnumbersto push W endo @andn éndsoon, andthen
instructme usinglocd terms, WYy ey | 1($inglepassof the shuttle backandforth
acrosshe cloth), or Y naka2ie couldenvisagehe lengthto be wovenby the number of
nakasneeded.l took a photograph,noted down measurementsg¢oloursandtype of

weaveso| couldmirror the patternsat the oppositeend.

1 vishramvaliji, S., 2016Masterweaver:Interview with Ruth Clifford, Bhujods, August
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Figure57. The second stole off the loom

Wi i a8 P

I8 Al Radaidininl “"‘M g
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Figureb8. Pallu choperaand twill
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Following completion of the stole, | did some sampling of various weaves with different
yarns and colours. | then learmaripatla (gold border) which has a similar pattern to twill
but instead of alternating pedals 1 + 3, 2 + 3, 2 + 44afd.,zariborder involves pressing

3 pedals eachtime: 2,3+ 4;1,2+4;1,3+4and 1, 2+ 3 and to change direction this

sequence ifollowedin reverse.

| also learnedath, which has a weftaced texture created by leaving just one pedal up,

(eachpedal is lifted in order and then in reverse to change direction).

Weaving is traditionally finished at the end wittiri, a braid made by plaiting several

yarns together while the warp is still on the loom

Figure59. The firstmiri (black and white arrows) of thghabloand practicemiri (small black and brown
arrows)

5.6.3 Drafting (Varach)
The final section of the course was spent weavind.&mch piece based on the
traditional dhablowith help from PrakasiNaranVankar Thedhablois made up of two
parts stitched together but | wove a narrower stole version using the same cotton warp |

had been previously working on, to save time adding a new warp, but also



becausedesihandspun sheep wool is more likely to be broken by the shuttle. | used-hand
spun yarn for the weft, eacghar (dent) had four threads passed thrdugnd the weft
yarn wasb or 4ply.

As the typical Kachchhi loom has just four pedals, to make extra patterning drafting is
done manually by counting and lifting yarns and separating them with each finger and

inserting a wooden flat piece of wood inside the gap.

Figure60. Counting the warp yarns to insert the extrararch

Once the wooden sticks are insertgdey are individually turned on their side to make the
space in the warp yarn3his is done while sat at the looBach wooden at is numbered

so forlath, the first pattern on the below image, number 1 is lifted, the shuttle is passed
through one way (and another, and so on depending on how much of a gap you want
between the stripes). Then number 2 is lifted and so on.pepti (butterfly), the sequence

goes 1, 2, 3, 2, 1. Foharwooden slat number 1 is lifted each time, which is called the
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Wi 2L) 27T Vakabnhis Rhétarrh giwérxadthis extra drafting, whitachrefers to the

four pedal shafts.

Lath
Char

I

Lath

Popti
(butterfly)

Lath

Popti

Lath

>y |y

Figure6l. Varachdesigns

5.6.4 Extra weft
For even more complex patterns, particularly individual motifs standing on dheir
yarns are counted and lifted by hanalmost like doingmbroidery on the loom. This is a

much more laborious process.

Sathkhani

Lath and
popti

Vankiyo
(wave or
curve)

Chamak

Miri

B s i

Figure62. Thedhablo pallug the cloth is loosened to check the order of patterns to repeat on the osice.
Length ofpallu (end border): 16 inches
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For continuous patterns going across the weft, such as the repeated diamond pattern
sathakhani(seven stepsand thevankiyo(zig zag)weavers manually count the yarns to be
lifted up while inserting the shuttle underneath these yarns by hand. This process is again
in place of extra shaftsgch) and peddles. No lifting plans are used, instead Prakash would
instruct Wn dzLJE ™M Y2 &> HiRRW Yy Q 6KAES OF NB T dz

where | had missed yarns and miscounteds&iinkhaniwent like this:

4 up, 1 down (right 2 pedals up)

3 up, 2 down (left 2 pedals up)

2 up 1 down, 1 up 1 down (right 2 pedals up)

1 up, 1 down, 2p 1 down, 2 up (left 2 pedals up)

a r w0 DnhPRE

repeat back the other way (right 2 pedals up)
Vankiyofollows the same lifting plan asathkhanj minus the final step.

Thechamak (four-pointed lamp) is an individual motif which floats on the surface, so the
warp yarnsare lifted by hand. Thdhablohas symmetrical even positioning of tbkamak
across the width of thelhablg but in some more modern shawl designs, eitbeomaks

or dunglisare scattered evenly over the body of the shawl. Some SKV graduates, after
learning about the concepts of asymmetry on the Basic Design costesged to place

motifs more randomly or unevenly across the stole or shawl. Fochoynaksl took extra
pieces of cut or wastage yarn. Then | picked the yarns with my fingers, in a similar way
the satkhaniandvankiyobut only4 at most. The number of yarns to pick up reduced to
form the triangular shape. In between each row of extra weft, | passed the ground colour
yarn (white) one way with the shuttle, then changed pedals, inserted thieiohehl extra

weft yarns, passed the ground yarn the other way, changed pedals and so on.

Sachikoiis the border edge pattern, a staggered triangular shape that comes out from
each side selvedge. For this black and whhablodesign, the white yarn wasagsed

through with the shuttle, and the black thread inserted by hand, looped round the white
yarn which is then pulled to the desired length. This was done several times and the black

pulled to different lengths each time to achieve the staggered effect.
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Figure64. Inserting extra wefchomak Ramparvekra village

5.7 Postloom processes

5.7.1 Finishing
Finishing is another task traditionally done by women. However, my male teachers taught
me and | did some extra practice in the evening with Priyanka Kudecha, the daughter of
Dayalal. There are several ways of finishing a stole, sdaahloor any otherhandwoven
textile, none of which require any additional tools. The main methods include separating
the ends and tying a simple knot at the end nearest to the weave; separating sections and

then separating them again in two, twisting them and knotting & é&md; or adding extra
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scrap pieces of yarn to the separated yarn strands to make thicker tassels.

Figure65. Four variations of tassels

To make the completdhabloout of two narrower pieces, machikanto(herringbone)

stitch is used to join the two pieces.
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Figure66. Left: Shamji's mother stitching the two peswof dhabo together RightMy completeddhablo

5.7.2 Washing
Finally, the completed woveproduct is washed to remove the starch and regain the

natural fabric feel.

5.8 Time wt

Ly {KFIY2AQa ¢2N] akKz2LlE ¢S @PSNB oAttt KI GBS |
then lunch at 1 pm for an hour, then another tea break around 4 pm, befoighfng for

the day at 6 pm. During the tea breaks, weavers either catch up on village gossip or discuss
weaving work. The same then occurs at the end of the day when weavers meet in the
street with neighbours to share experiences and tips on businessvaasing techniques.
Alternatively, they might join a game of cricket or football in the open, shared space
0SKAYR {KIY2AQad ¢2NJ] aKz2LlP
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Figure67. A game of cricket at sunset

5.9 Summary

| have attempted to describe the k@yocesses involved in weaving a traditional Kachchhi
product by focusing on my own process, with some insertions of observations of others.
The process varies dependion the product (see appendixal imore examples). In

presenting these processes | hattempted to show how weaving is deeply embedded in

the social, familial and religious routines of the family and village, and therefore the end
product can serve as language itself. Further, the weavers attending SKV may add even
more aspects to this pess as well as different yarns and techniques such as dyeing,
GKAOK Ay@2ft @dSa NBFRRNBaaAy3a GKSANI GNF RAGA
WGNFRAGAZ2Y Ada Y2NB (KFy GSOKYyAIljdzZSQ 6KSy S
0 NJ R A This uggésthat by continuingto weave the weavers inherently continue
traditional techniquesand technologybut the patterns and designs unique to Kachchh

must also be part of the ongoing repertoire. The ways SKV students are combining
traditional knowledge wh things learnt at SKV will form the focus of chapter 7. First, |
provide a description of the processes involved in weaving and learning to weave in

Maheshwar.
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Figure68. Varsha weaving khadistole
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6.1 Introduction

A considerable amount gfromotional material about the Maheshwar handloom industry
includes only information about the weaving of saris and the heritage of weaving for
NRE&lfide dzy RBING NKYEBEOKI dzDaliKS G26yQa | yR
involves the weaving of everyday cloth for local clients too, which | discussed in chapter 4.
Today products(particularly sarisare woven only for urbamiddle-classmarkets and

there is scarcenformation on lowerend markets for plain cloth weaving. Thus, this

chapter relies on the process according to the weaving of saris, which presently are mostly
woven in silk and cotton, but in the past were either woven in pure silk or pure cotton. |
alsodiscuss weaving the yarn introduced by WomenWeaaga khad(Goldsmith, 2014)
whichincongruouslys likely to resemble cloth woven for everyday markets in thetpa

but now sells as a higénd product to fashion markets in India and abroad. The appeal for
WNHzA GAOQ Of 20K Aa | faz2 RSY2yalddnkashehhiA y K

desisheep wool throws within a western market, which | discuss in g

A long history of royal and state government patronage has meant that weaving has been
significantly impacted by, or has depended on, the interventions of these patfonhe

many hereditary weavers in Maheshwéne process of learning is siinilto the way

Kachchh weavers learn, evidenced in interviews with weavers and observation in family
homes Howevermany newcomers to weaving learngovernmenttraining centres

(distinct to The Handloom School which provides design and business edumaido
traditional or trained weaversyand many women in particular have started learning at an
older age According to a survey done by WomenWeave of 943 pe(gae appendix E)

67 per cent had learnt weaving from their family, suggesting weavindbad in these
gSIFOSNEQ FlFrYAfASA F2NI LG €tSrrad 2yS 3ISYySNT
training, 4 per cent have learnt from a master weaver, 3 percent from Rehwa society, 3 per
cent from a friend, and 2 percent from Gudi Mudi. | will discush $eiarning before going

onto outlining the processes involved in Maheshwar weaving.

This section draws upon observation, film documentation, interviews and previous studies

of the industry to outline the processes, techniques and technology involved in
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Maheshwari weavingl. did not undertake an apprenticeship in Maheshwait tried

weaving on a few different looms to understand the feel of metal and wooden frame
looms in comparison to the pit loom, as well as the different yarns. However, having learnt
in Kachchh helped me to understand the process in more detail and understand what |

was looking at, as well as to notice differences in the technology.

6.2 Teaching for development, learning for better employment

At the time of the study by Dubey and JairlB61(p. 661)87.3 per cent of weavers in
Maheshwar learnt the skill within the famgjland the number of those trained in the
government demonstration (training) centféwas 9.7 per cent. Natll the students after
completing the training would continue with weaving. In 1982 out of only ten taking up
training, seven continued weavirand three found other jobs. In 196263, out of eight
trainees, three specialised in sari weaving while two specialised in wepagrocloth
(Dubey and Jain suggest the training is specifically geared towards sari weaving), one
became a tailor, one a bus cleaner, and one had moved to Indore for marriageThxed).
low numbers of entrants to the training coursadthe low percentage camuing

weaving as an occupation, appear to mirror the low success rates of the colonial technical
schools, which McGowa2009)put down to traditional artisans rejecting formal learning,
preferring to learn the traditional way in the home. Today the number of entrants to the
subsidised governm training courses has increased (21 per cent). The main course
provided at Maheshwar is the one run by Hastshilp Evam Hathkargha Vikas (48%i),
an umbrella government organisation for handlooms and handicrafts across Madhya
Pradesh. It is presumetiis is the sameentre ortook over the centre that Dubey and Jain
mention was in action at the time of their study, because the location is the same (see
map, figure 9). Attendees are provided with a small stipend for fleeir-month course,
whichwas redwed from six months and nine months before tR&tlespite it attracting

increasing numbers of women in recent years. With the flourishing of the industry,

2 see chapter 4, section 4.2.1 for a discussion on gorent interventions in handloom in Maheshwar. The
current government training centre is distinct from The Handloom School, Rehwa and WomenWeave. Prior
to independence the royal rulers (Ahilyabhai Holkar being the most revered) took charge of the indidstry a
its development. With independence, princely states were disolved and the central and state governments
took hold of internal political affairs.

93 Om Prakash2016.Director, HSVN: Interview with Ruth Cliffoldaheshwar, 23 July.



weaving has provided a more dignified, remunerative and comfortable alternative to low
paid agricultiral occupations in Maheshwar and from villages and towns within up to a
thity-] Af 2YSGNB NI RAdzZADP CAdzZNIKSNY2NB> GKS 200

than agriculture and therefore brings a higher status.

{GdzRSyia R2y QG f Sprobels, odlpdstbiag filing LWSa®idg agdT (1 K S
GKNBIFRAY3 GKS f22Yd ¢KS& R2y Qi fSIENYy 61 NL
a master weaver, these tasks will be done centrally so having knowledge of them is not
necessarily required. The separatiohtasks and specialisation as the result of increased
industrialisation is discussed further in section 6.4. At the time of my visit the group of
women students were three months into the course and all were weaving-plaave,

cotton checked towels wit two shafts. They learn to weave in silk also, but the course

does not go beyond the very basic techniques.

Figure69. HSVN Training Centre

GirajaVishvakarmavasdoingagriculturallabourwork before shewasrecommendedo
train in weavingby a friend sojoinedthe sixmonth workshopat HSVNafter whichshe
further developedher skillsin a private workshopandthen joined WomenWeavevhere
sheweaveswith up to five shafts.GudiMudi paysher a better wagethan the private

workshopanda K $&eawith them for approximatelyten years.Girajahasaloom at
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hometoo (subsidisedy the government)but haslittle time to useit. She getsup at
around5 amto preparethe ¥ | Y AdodfdR the dayandtake careof other domestic
chores,before goingto work at GudiMudi, andwill againtake careof cookingand
domesticchoresin the evening.D A NJdaigh@gVarshastartedlearningweavingfrom
her motherin 2009when shewould help Girajaon smalltasks,andthen in 2012she
attendedthe WomenWeavevorkshops Varshathen got a job workingfor WomenWeave
in quality control andfinishing,and later took up sometraining in weavingwith the Gudi
Mudi Master Weavermanagersvijayand SatyaNaryan,whichshewasalsogivena stipend
for. Asmentionedin the previouschapter,the typesof cloth anddesignsvovenat Gudi
Mudi are dependenton the levelof skillof eachweaver.Varshdfirst learntto makethe
loseplainrweavenayakhadicheckedstole which GudiMudi derivedits namefrom (it
translatesto ¥ & O NJzyWh&ngh&gible worn the loseweavenaturallyW & O Ndahd K S a
the feel is soft againstthe skin. Thisinvolvesweavingsedions of relativelytight plain
weaveby pushingthe beatermoderatelyfirmly, followed by creatinggraduatedtextured
stripesby carefullypushingthe beaterto leavea gapbetweenthe newweft thread and
the previousweft threads(whichis describedn Kachchhasantri, mentionedin section
5.6.2).Varshasaidshefound the weavingeasy,but the threadingup the loomwasa little
difficult. After aboutten days(from threadingup the loom), Varshahadfinishedtwo
neatlyfinished® R S ¥ 8l8t8eQand somesampleson a singlewarp. Whennot weaving
herself,shewould helpon other LJS 2 LIbo@isi\@rshaaspiresto do fashiondesigning
but at presentsheis goingbetweenworkingfor GudiMudi andteachingonthe 4 2 Y Sy Q &
classesat TheHandloomSchoo(THS).
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Figure70. Weaving a checked towel at HSVN

6.3. Materials and echnology
The Loom

In 1961 all looms were pit looms except for those in the government factory which were
all frame looms with concrete structures for weaversstbat (Dubey and Jain, 1965)his
description fits the HSVN workshop today (see fidi#e Looms in the past were made of
shishamwood, then at the time of the 1961 survey were made freagoun teak wood,

but at the time of my fieldwork the majority were made with metal or a combination of
wood and metalAll parts of the frame have holesmaing along them to allow for simple
adjusting or dismantling by unscrewing andsa&ewing. Rehwa still hasanypit looms

and most homes in Malaharganj use pit looms, but the majority of weaving workshops in
the town, the government training centre andamenWeave all use frame looms. At the
time of the survey (ibid), there were 10@&th-ka-kam (throw-shuttle) looms, and 97
shuttleka kam(fly shuttle) looms. According to Dubey and Jain, the weavers who
continued to use throw shuttle looms did so becaukeyt found them easier to use than

the fly shuttle. However, today there are no throw shuttle looms in use.

The fly shuttle pit loom in Maheshwar is similar to the looms in Kachchh, although the
newer metal frame looms that are most common in Maheshwar tbawe a few main

differences. Some use the drop box with the fly shuttle sley. The dropbox was invented by
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Robert Kay, the son of John Kay who invented the fly shuttle, and allows for the use of
multiple flying shuttlegin different yarn types or colouysnterchangeably, by moving a

lever which is attached to theetiz & Kdzi it S ©62E® ! i GKS GAYS
drop box was hardly in use except for in the government centre, while during my fieldwork
| noticed some looms had them attached aswme did not. At THS most looms had them

attached, and for many of the students it was their first time using the device.

]| /
. [ "
Sley J Dobby
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Warp |
weights
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Phanni OO
Reed Take-up motion
ee Tor Cloth beam attachment

FLY SHUTTLE LOOM WITH DOBBY AND TAKE UP MOTION ATTACHMENT

Figure71. Diagram of a fishuttle pit loom (Dubey and Jaih965, with my own added labels)



Figure73. Wooden pit loom, Malaharganj

In Maheshwar the processes are rarely all done in the same home or family unit, largely
due to the different technologies used, and because many weavers are not knowledgeable
in all processes. A large workshop is likely to have a warping mill. Some weaehrass
Yogesh Ansari (figui&r), do warping for other workshops or families in tlesvn. The
introduction of new technologies results in increasing specialisation and division of labour
across thechaine operatoirgthe process that transformed manufacture in the industrial

revolution. Whether this results in the weaver becoming mergfy a¥l y A Y| 0§ SR {2
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(Frayling, 2011p. 88) becoming alienated from the wofR,s discussed further below in

section 6.4.

Yarn
The majority of weavers source their yarn ready (rsiiyn via local traders in the town
who source cotton and silk from South India (predominantly Bangptmrsilk from China,
andzari(metallic thread) from Surat. These are all common production centres of silk and
cotton and provide the cheapest rates. Gudi Mudi source local raw cotton to meet their
combined initiatives of 1) providing employment in spimgy 2) providing a yarn that is
easier to weave for new entrants to weaving; and 3) promoting the use of locally sourced
environmentallyfriendly material. The raw organic cotton is sourced from bioRe
Association in Khargone, which works with local farsrtercultivate organic cottof?

Thus, the distinct Gudi Muéthadiembodies a new local identity.

6.4 Pre-loom processes

6.4.1 Dyeing
Yarn is supplied either readlyed or undyed. The latter will enable master weavers to
work closely with local dyer®tachievethe colours they need. Figui& showsthe dyeing
workshop of Kishore Bile, one of several master dyers in the town and the main dyer
working for WomenWeave. He says dyeing is his traditiooalipation,but he has also
completed a sbmonth training course in Mumbai. He worked with Rehwa, which has its
own dyeing unit, and his business has steadily increased with the increase in demand for

Maheshwari saris. Kishore uses only synthetic gygesctive dyes for cotton and acid dyes

94 Theincreasing industrialisation of textiles which was the centre of the industrial revolution, has widely
been usel as an example of the impact dfianging technologies on the division of labour and increased
alienation of the worker and the fruits of his lalr, the most notable of which is Maxa / .|IE&therd | €
Goody gives a concise account of the sequence of adaptation and invention of each process of textile
production, in order that they would seamlessly fit together to create fast and efficient pramugoody,
1982)

9 hioReAs®ciation was set up in 2003 and is registered under the MP society Registratib@ 78 It is

supported by ibRe in Switzerland, and alsowosss W& 2 OA L f gAy3IQ (2 GKS GSEG
organic cotton farmers and training locals in spig organic cotton oambar chakhas. bioRe supplis

organic cotton to Gudi Mudi. It also runs projects in education, health, environment, livelihood, research and
promotion of organic agriculturéd A 2 wS Qa Kl yRf 22Y LINB2SOG IstergladNd y | |
separate society in 2009 (see: bioRe India, Almbut Ugonline] Available athttp://www.bioreindia.com

[Accessed 5 May 2018]).
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for silk. Beforghe early twentieth century dyes were made locally frahtoot and

kirmichP® (Dubey and Jain, 196%)ut as discussed in chapter 4 these were replaced by

synthetic dyes in the 1920s.

Figure7A YA A K2NB . Af SQ&8 ReSAy3d g2N] aKz2LId CAfY adAaftftay
6.4.2 Pajni (sizingor starching)

A mixture ofjowar (sorghum) flour andil (sesame) oil is applied to the yarn to strengthen

and stiffen the yarn. According to Dubey and Jainvilbenen of the Gujarshali community

traditionally specialise in this process. | would not often see street sizing done in

Maheshwar but was told it is sometimes done early in the morning when the streets are

quiet. There is less space in Maheshwar for gte#®ng than in Kachchh. One way that

5dz0 S& FyR WFEAY RSAONAROGS (GKS LINROSaa

A0ANNBR Ay | 0dz01]

KFy1Q 6L oHUO®

0SAyd
Si 2F GKS YAEGdNNB I yR Wi

%5dz0 S8 YR WIAY R2michiAa/a @S/ I AGENK 3y &y Ri AL2ZQYY 20Fyhé dzNB
e-commerce site sellinkirmchirefers to it asa fruit producing a red colour: Indiamart, rkirmchi, Gunja

red/white [online] Available athttps://www.indiamart.com/proddetail/kirmchigunjared-white-
7544102591.htm[Accessed 5 May 2018}hile a Sindhi dictionary sitéranslates it to carminesuggesting it

is cochineal which traditionally productrtee carmine colourSindhyat, n.cCarmingonline] Available at:
https://sindhyat.com/database/SindhiRomanDictionary/Kirmichi%20rpkeressed 5 May 2018].
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Figure75. Women on the rooftop of Gudi Mudi wrapping yarn that has just been starched. Film stills: Chayan
Sonane

6.4.3 Kandi barna(winding)

Winding is the process that involves winding the hanked warp yarn onto bobbins. The
hank is placed on a creel andlaarkhais used to wind the bobbin. This job is usually done

by women.

CHARKNA

Figure76. lllustration of the evolution bthe bobbin winder from the traditionatharkhato the adapted
bicycle, the latter which increases bobbin winding speeds with the help of the chain (Dutbdgian1965).

197



6.4.4Tana banana (lit. warp making)
Warping starts as soon as there is a sufficirumber of bobbins ready. The average
length of warp in Maheshwar is 50 to 55 metres which will make ten saris, with extra
added to allow for wastage and shrinkage. Warping presently is almost always done on a
RNYzY Ay al KSaKgl NE ljgdAd SR YNBSS i1 AdA SNUIAYRI O
until the 19609Dubey and Ja, 1965, p. 33)This process involved creating a frame
similar to thepaenused in Kachchhi starching: two wooden sticks are inserted into the
ground one crossing the other with a horizontal stick g@ogss angbegged to the
ANRdzyR® ¢KS &l YS aiNHzZOGdzNE Aa asSd dzd G4KS

between the two wsts in between keeping them separate with lease rods.

Figure78. Bhim dada measuring a warp in Gudi Mudi. FilithsstChayan Sonane

Bhim Dada, the man in charge of warping at Gudi Mudi will start his day by lighting incense
sticks and offering flowers to the warping machine, to ensure that everything will go

smoothly WomenWeave, 2016)

6.4.5Beaming or weighting

Mostlooms in Maheshwar use the warp weighting system, which involves separating

sections of the warp, gathering them in bundles, and tying a weight (usually sand bags but
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in the past may havbeen pieces of stone or bronze as shown in chapter 1) to the end.

Every so often these bundles need tolbesenedto release more warp. In Kachchh the

warp is usually stretched out and tied to a post both on pit and frame looms. But this

method requiresi dzF FAOASYy G aLl OS S4KAOK Yz2ail 62NJ] ack
gl NLISNDRa o0SIFY gl a AyidNERRdznemiettocéntuy Knfis 32 S N
used in many government centres and workshops across India, but this was not adopted

by mostweavers in Maeshwar because of the extra space it takes up and the extra cost.
Beaming could only be done if the warp had been measured on a drum warp, not the

street warping method.

Figure79. THS student Afril balancing wangights. Film stills: Chayan Sonane

6.4.6 Rach tharna (heald filling)

This process involves threading the warp yarns throughrdlol (heald) according to the
drafting plan. Once thiealdis filled it lasts for several warps. Treehare either made

wil K yef 2y 2N YSiathbethg madeRrmMalyeshivar, o8 & a bisit &
Chanderi | passed a woman making one outside her house in the Nayapura area, the main
centre for this activity along witkanghichedna(reed making). After theachis set the
nakathreads are tied. Thaakaare used for making patterns needing exthafting and

are lifted using several wooden pointed blocks of wood which hang from the loom. Only
one per cent of weavers in Maheshwar know heald filling. This is probabiube most

filled healds will last several warps and the task is not needed very often.



TR A
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Figure81. Loom with extranakathreads for extra drafting
6.4.7 Tar Bharna(denting)
Denting, the process of passing the warp threads throughrélcb and the reed, usually
involves two people, one on either side of the reed. One person will separate the yarns
and pass to the other wahwill catch the thread with a hooked tool and pull through the
SeS 2F (KS AYRAGARdAzZ f KSRRfS IyR RSyl 27

per cent of practicing weavers in Maheshwar know denting.
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Figure82. Varsha hreading her loom

6.48W2AYAYy 3 2N WieAay3aQ
When a new warp uses the same drafting plan as the previous one, the two are joined.
Like in Kachchh, the yarns are twisted together rather than knotted which requires speed

and dexterity.

Figure83. Joining the warp. Film stilChayan Sonane

6.4.9 The bbby

The lattice dobby is a wooden mechanism attached to the top of the loom and used to

ONBIFGS LI GGSNya Ay GKS 02NRSNX gtiepre9y It A &

mechanical process), is used by the weavers and it works in a similar way to tharghcqu
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mechanism. While the jacquard produces fifé@ving curvilinear patterns bgontrolling

every single yarn, the dobby mechanism controls only particular sets of threads to create
geometric patterns. Patterns are graphed out and the empty squares ogrégh paper
correspond with the pegs (or lags) on a wooden chain of bars attached onto a rotating
mechanism. The bars are attached to the border extra warp yarns, with strings which are
weighted down underneath the warp. These strings in turn are attatbesthafts so that

the mechanism rotates at the same time the pedals are pressed and the weighted strings
lift the selected extra border warp yarngherefore with successive pushes of the pedal,

the design is created. When one cycle of the mechanismhisig starts at the beginning
again. The patterns in Maheshwari dobby borders are usually repeated geometric

patterns, and the extra warp yarns are oftgmi (metallic)

The dobby border is one of the distinctive features of a Maheshwari sari but at
WomenWeave there are only a few dobby mechanisms and most looms produce plain or
multi-treadle weaves. The survey produced by WomenWeave shows that, like tying there
is arelativelylow number of weavers that are skilled in dobby settiag,percent of 968

who took part in the survey.

Figure84. Lattice dobby mechanism
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Figure85. View of the dobby strings attached to the extra warp yarns
6.5 Weaving
Once the warp has been attached to the front beancloth roller, the weaver will wind
the beam so that the warp reaches the required tension. The weaver then inserts the
bobbin into the shuttle and keeps beside him spare shuttles and extra bobbins in a bowl! of
water. Moistening the yarn keeps it smooth ggasses through the shed easily. Most
looms in Maheshwar have just two shafts and two pedals for plain weave, and where
there is extra patterning, usually for thmallu, the extrarach(naka) is added. Sometimes
butis (small floral motifs) are created ung the extra weftechnique hand inserting
individual weft yarns to create individual motifs across fiadiu (or sometimes the whole

body) of the sari, in a similar process to the one used in Kachchh.



Figure86. Hand insertindutis, The Mukhati workshop

| was told that there are few young people willing to work these more complicated
techniques now. For this reasghis more common to see the simple strippdlluswith

patterns only in the dobby border:

WLT 6S metr§Y 4o NIwD» (KS@ aK2dzAZ R 6SI3S X6 AF
SOSNE 61 NLJZ (KSe észfr? wo S I-()fé G262 0GKA
gSIFPS GeLIAOITYT ORATFTFAOMZ G0 RSLAAIyA odzi (K

Furthermore, the WomenWeave survey shows that the majority of weavers who have
undertend S N& Q Sdnd itholareSayed Between 20 and 30, do not know

additional processes such as tying and dobby setting. This could suggest either that these
processesre learnt later on, or that with increasing factelilge production (separation of
tasks) to meet larger demands, weavers who know only weaving will only work in weaving
to keep production going. Manish Pavar, a young weaver who attended THS in 2615, sai

he finds dobby setting difficult and usually leaves it to his father. It is possible that levels of

97 Ansari, A., 206. Mastenweaver, FabCreation: Interview with Ruth Cliffoktaheshwar 22 July
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skill and experience hawincided with the increasing demand for rrighge saris, for

0K24S 6K2 gyl KIFEYyRf22Y o0dzi oty Qd | FF2NR

6.6¢ SOKy2f 238 | yR WKIYRQ t22Y ¢S @Ay3 42
Another technology introduced by the government in the rhigentieth century to

improve efficiency was the takep motion attachment, which today widely usedn

Maheshwar.

Figure87. Takeup motion attachment

The device shown in figu& and on the loom diagram in figui&l, helps to maintain the
tension of the cloth. As the weaver pushes the sley to and fro, the gear wheels, which are
attached to the sley rotate to withdravwhe cloth at a constant rate to maintain an even
GSyarzy UOGKNRdAdZAK2dzi @ wS i dzNY AD/NR daNXK | LyyO2 f 1RKCES;
reliance on a mechanism to ensure increased certainty in the way the cloth will turn out,

positions the use of the takup motion attachment more firmly in the third stage of the
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WRSANBSa 2F AYRSLISYRSYyOSQd ¢KAa &Gl 3S Ayl
function, by applying force to a device such as a spring, crank, lever or pulley cable, that in
turn moves tis  (Bgdlid, Q000, p. 301 his rotary motion is unachievable by the body,
GKAOK OFy 2yfe | OKAS@®S WNBOALINRBOIGAY3 Y2i
significant device developed during the industrial revolution for increasing efficiency.

While the Maheshwar loorhlB5f A S& Y2NB KSIF@gAafte 2y Y2NB V¥
Kachchh loom, both require the operator to continuously guide the motions and make
WOy ldAydzZ £ | R2dzaldYSyida Ay NBaLRyasS 620K 0
perceptual monitoring ofthe d8St 2 LIAY 3 FT2NN QX gKAES (GKS 7Fd
indifferent to its surrounding$ingold, 2000, p. 301, citing Karl Markj this sense both
processes continue to require human skill and human sensitivityjusbtnuscle power.
However, the takaup motion wheel breaks the sensory connection between the weaver

and theclothandNB Rdz0S4d (KS t S@St 2F WSESNOAaAS 27
NBaLRyR G2 (GKS ¢2N] 27F (KS tibeoRdrodutthvigry G KS
increasing technology therefore, decrease human skill? According to Fisher and Botticello
(2016 A0 R2Sa y20® ¢KSe& | NBdzS G KI éngaliggR dza (i N.
GAGK (GKS @F3aFrNRASa 2F GKS YI OKAydngdn I a LI N
LemonnieRa 20 a®atldl GA2Yy

W3SaddzaNBa yR 1y26fSR3IS IINB RFLISR (G2 (K
worked; a change in tools usually involves a change in technological knowledge and
3 S a i gz2nddrnier, 1992. 8)

¢CKS fFroStf 2F WAYRAdZAZGOGNRARLFE ONIFG 62NJSNEQ 0o
LRAAGAZ2YAY3 GKS AYRAGARdAzZEE @2NJ SN) 6SGoSSy
Wg2N] SN YR GKSNBF2NB | LJi T2 MIFish&er&ndONJI T i &
200208t f D2y (INNEEY $ 2 slghkktehat ratNd thah ivdkers A 2 y
becoming passive operators of machinery, their skills evolve along with the machinery

kill is distributed across hand, mind, sight, mateaatl machire, and so a good result

relies on the harmonious coordination of all of these. Where technological implements are
introduced, the role of the body perhaps becomes less, but it does not necessarily mean

skill is less, if skill is considered to constitutewrhow of the machinery.

20€



This theory does not necessarily apply to those weavers who are less willing to weave the
more time-consuming and handhtensive processes such as extvaft, because rather

than use a separate implement to produce this technighey are eliminating it all

together. It is perhaps for this reason then that maieadle techniques are taught by

¢l {3 Fta I Y2NB SFFTFAOASY(O gl & 2FNBENRRIzZ0OAY 3
involves adding extra shafts and extra treadieshe shafts operated by the feet. Rather

than a change in the eloom process therefore, multreadling requires a change in skill
duringthe preparationg learning different draftingand dentingplans Additionally, when

on the loom a different coordinationfdhe feet is required depending on the pattern.
Adopting the multitreadle technique involves a move away from tradition for most
Maheshwari weavers as well as many other students who are accustomed to weaving saris

or plain fabrics

Figure88. THS students Shahid and Dibya practising rAnaitidling on different draft settings

A designer and weaver from NIFT in Delhi stays at THS for a week once every month to
teach the students muiitreadling, and the permanent sfiahad to learn new techniques

such as multtreadling in order to support the students. Pralad Sharma who has been
working with Sally since she began Rehwa, picked up-nedtiling easily®2 dza i o SO
of knowing weaving. Everything isnewformeatsazi L OFy € SF N}y SI &A
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AYGSNBAGSR Ay 6SIF@GAy3a | ¥Hefone ZHEpdgghDpemting, K 2 2
Bunty Goud another staff member, taught himself new techniques because there was
nobody there to teach him. On the other hand, the weawel® are from traditional

weaving families who have studied at THS have found it more difficult to apply the new
multi-treadling techniques to their own or family business. This does not necessarily mean
GKSe R2y Qi KIF @S GKS |y étgadughly BNR Z008DQD)0 adlept (0
their loom to apply more peddles, when they have enough demand for saris only needing
two peddles, means they comfortably continue weaving for that market. Ganga thinks that
multi-treadling techniques are only compatikilea highend market and for new

products?® Many weavers who did continue to use mtliadles did so on the looms in

THS campus, dedicated for orders that were given via THS.

6.7 Summary

| have shown in this section that learning to weave in Mahestaarbecome a route to

more sustainable livelihoods anddfeforeis more institutionalised than the informal

learning done in hereditary weaving families. There are increasing numbers of women
entering the occupation who demonstrate pride and enjoymerthieir work, despite still
upholding the traditional role expected of them in a predominantly patriarchal society, or
they are single parents with heavy responsibilities. The last two batches at THS have been
g2YSyQa ol GOKSa I yR apacilyKEnt@préndussiBpiandNiBsigrO K S R
opportunities for women are increasing and | discuss gender issues in handloom in chapter
9. While there are still more male weavers than female weavers in Maheshwar, women
weavers demonstrate more keenness to learn aegelop skills, which is likely due to

having moved from much more laborious jobs, while many young men are losing interest
in more skilled weaving work. The Handloom School aim to change this; anovide

more opportunities in handloom, and | have tthed upon how teaching new techniques

has been a way of enabling weavers to reach different markets. The following chapter will

explore in more detail the experiences of weavers at THS.

98 SharmaP.,2016.Unit-in-charge, TheHandloomSchoolinterviewwith RuthClifford, THScampus 25 July.

99 Kanere, G2016. Weaveentrepreneur: Personalonversation on WhatsApp (voice callApril 2017.
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[ SIENYAY3I 5SaArdy

7.1 Introduction

In the previous chapterdiscussed the process of learning weaving which is an embodied
YR WAAGdZE GISYROA y ONR WA XK@ | & LI dhis chapter [ixé@rdines S |
the subjects taught and activities conducted at tia® case study education institutes
SKVandHSndSE L)X 2NB K2 g ¢ S lof@ésigiaid b8siness ddiic&tighO S &
inform, interactwith, or are in conflict with, their embodiekinowledgeof weaving The

first sectiondiscussesi K S LINE & S y QvBether defintédruSidgAhis yedn odnpin

the two handloom communities in this studiyn the past and the present then discuss

the impetusbr Y2 NS WT 2 No prévide direlciioiN® desiyyZhe two

education institutesvhich aimto focus on both the individual and collective idiyntof the

weaver, his surroundings and environment.

Thesubsequenpart of this chapter seeks to explore how artisa@signersdevelopan
understandng ofthe market and thedemandsof potential clientsln Distinction(1985, p.
243)Bourdieudefinesthree forms ofnon-monetarycapitd: cultural, social and symbolic.
This chapterconsiderghe first two, in relation to the way# which weavers accumulate
cultural and social capital through new social networks and communities at the institute,
and in spaces such as the urban gallery, t@gtl stores and the homes of craft buyers.
Thefollowing chapter (specificgllsection 8.9) will focus on symbolic capital which can
2yte 06S 3IFLAYSR YdzOK ¥F dzNdurkh& Ndiltaryl capityconstikites ¢ S |-
three forms.Handloomedcloth and weaving knowledge constitutee first embodied
cultural capital. ie knowledge gained in the design educatiostitute forms boththe
secondand third. These armstitutionalised cultural capitalqualifications,and objectified
cultural capital cultural goods (books, instruments such as digital technotogge chapter
8) as well as the realisation or critiques of these theorfé®proceeding sections

therefore explore student€accumulation of both objectified and institutionalised capital

throughout the duration of the design course.



Further on, | examine how the students, particularly at SKV, are encouraged to develop
O2yOSLJia o6& RNIgAy3d 2y ¢KI G 0KSEEThg®ovesS | Ny
combining what inspires them frotheir own surroundings and livegith global fashion

trends, supported by the experienceginedvisitinga variety of urban space#énd finally,

| explore how collaboration or edesign both with other artissiR S&a A Iy SN& I y R
designers can bring tegher different types of knowledge argkills(capital)to reach a

specific marketbuild social capital andhallenge inequalities in knowledge and status

end with a summary of g key findings of each section.

TOH ¢KS LINSASYyOS 2 pomihwed&indd Ka@hchhyandl KS K I
Maheshwar

When Kachchh weavers worked for the local market, they were the designers, producers
and sellers of their product, even though design and production were considered
inseparable The move to largeurban and foreign markets was the main factor that

affected the change in roles, which occurred from f860s gradually across Kachgchh
although there continues to be a small local market. Similarly, different parts of the
weaving process were fragmentedth increased industrialisation as discussed in chapters

5 and 6 @nsequently, distinct roles such as designer and master weaver appeared in
Kachchh. For the local market products were made for individual clients on a bespoke
basis or would be produceak raw material for other artisans, such as theatis who
wouldthendyeit OO2NRAY 3 (2 GKS Of A SyedgraductsBUEhBS NB
the dhabloandkhatho, each client would have their own preferences within the Kachchh
weaving repertoireand would buy diectly from the weaver or familthey knew they

could trust and whose designs they could recoghf8&hus, Kachchh weavenave

referred to theirown surroundingsrepository of ancestral pieces if availaldedthe
preferences or trends of their local clients (the designs in the dyed products were mostly
determined between the Khatri and the clienfihrough responding to these inspirations
YR OKIy3aAy3a RSYIFIYRazI ¢Sl @SNE GCabhyirnidl goh2 dza f

100v/ishramValiji, S., 2017. Master weavétersonal Conversatiomith Ruth Clifford (via WhatsAp9
November.
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2007) and problem solve (Marchand, 2016; Bunn, 2016) which contributes to their
WOdzt GdzNF £ OF LIAGEE Qo

L'y dzNBS G2 Ayy20L0S FyR ONBIGS yS¢ RSaAdy
6SI OSNEQZ ¢K2 g2dz R &l &m thé&rimind. XneySaredikelFta e R S
influenced by their own experiences of being in the world and their perceptions of their
environment(MerleauPonty, 19620 a SNX Sl dz t 2y G & Q& ( KtBa2 NB 2
W2ySQa ¢g2NI R FdzZAf 2F 20KSNJ 202S00ax Aa |
AYUSNI OGA2y 0Si6SS yHungK B080p2 BH helmytis anid fdaiterns 2 NI
AY WOINIYRAGAZ2YIEQ YIOKOKK ¢SIF@AYy3a NBEFSNByYC
life. The chamak, four-pointed lamp used in pujandthe dhokla,drum used in

ceremonies ar@xamples. These motifs have persisted throughoatnging markets,
distinguishing the weaving as distinctly KachcfikiS Y2 G A Fa NBLINBaSy i
knowledgethat has beerevelopedalongside the learning of weaving skills which, as |
mentioned in the previous chapteare absorbedn their environmentand from skilled

family members The motifs and patterns weavers learn are informed and formed by the
particular weaving techniqud-or examplein Kachchlthe extraweft techniqueis used to

weave individual motifs such as tekhomakanddhokl, which, as they are similar to
embroidery on the loom can be improvised and extended into a variety of pictorial

patterns, which will always maintain the distinct appearance of ewteét patterning.

Thus, the formation of patterns, symbols and designg #ne learning of weaving skills are
interlinked.|l have mentioned that the learning of weaving skills also involves being
socialised into the community. The selection of particular mot#ifJS LINGS & Ssjalsd G A 2
part of the socialisation process 8 LINS a Sy G G A2y a [|-aXiBinga St SOG S
sociallyl LILINE S R & OK S Ypl 169). ActoydiBig?td IRyRld, sogiai n >
FYGKNRLRf23aAa0a 2F LISNOSLIIA2Y 060StASOS (Kl
is influenced by the collective commitly, while cultural anthropologists (with Franz Boas

at the helm), believe it to be psychological and individual (ibid). Throughout my analysis of
Kachchhi and Maheshwari handloom design repertoire, the former appears more relevant.
Several of the weaverl interviewed, both those who had been through the design

institutes and those who had not, would extend the exivaft technique to produce

designs informed both by those that their parents and grandparents had woven, as well as
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ones reflectingculturaland sociepolitical changes to their environmenbr simply
increasedaccess t@ wide range ofiisual resources through the internet, television and
phones as well as through interaction with visiténghich | discuss in more detail in the
following chaper). WeaverdesignerPachanprior to undertaking the SKV course2015,

showed me a narrative piece he had created to depict the damage being done to the
environment in Kachchh due to factory pollution and road traffic. It included a road,
ambulance, motorbike and smoke billowing out of factories, next to bare trees and drying
up riverswhich people were desperately fetching water frokte had usethe panchko
(five-paisa coin) motif and cut it in half and placacke inverted haHpanchkoon top of

another for the body of a person, tr#hoklafor water carriersandlath to mark the edge

of the road. He had used simpler plaireave extraweft for the trees and smoke coming

out the factory.According to Frater, thigdapiation of motifs to sui the time occurs in

Rabari embroidery too, noting that KBathpo St SLIKF yG0oZ | KA &G 2NRC
longer culturally relevant so becamekabaat(a cupboard), a symbol of settlement and
LINEALISNAGEQ 6 CNI G4SNE H A Hed ldy the Marnaadakiesakds | NI
F2NIOZ LISNXYIFYSyldG FSIFGdaNBa 2F 0KS al KSakKgl N
The geometric nature of these patterns makes them easily transferrable to the dobby
technique in the bordersLike Kachchh weaving then, the he@ues also, to a large

extent have led the direction of designs. Because The Handloom School alsesteach
weaving techniques (anfbcuses lessn the dobby technique), there is more opportunity

to move away from these traditional aesthetic boundariereover, weavers are also

inspired by the wider urban and global habituses which they are becoming more easily
connected to virtually anghysically via increase in economic and social capital, as |

discuss in more detail in section 7.5.

The knowledge afechnology and materiatan alsanform the design processs

articulated by Rajesh Vishram Vélji WL R2y QG RN} ¢ RSaA3alyas 2d
Tn LISNOSYyld K2g Al Attt 221 L 1y@ohushe (K
materials too can inforndesignideas,0 € JI&AQAYIZS W2 (KS (WmgN)a 27F
2010p.99.YY26Ay3d A& y2i4 2yteé aArddad 6SR Ay | OG7

101vsishram Valji, R., 2016. Weaxd@signer Interview with Ruth Clifford, Bhujodi, J&nuay.
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SY0 2 RA § R 2¥IEIERaEids(Geoth, 2016, p. 4)Thus, an interaction with the

madeworld as well as the natural world are sources for inspiration.

Unlike the industrialised silk weaving regions of Banaras and Spitalifields, for example,
GKSNB gta y2 KAAG2NRO NP Sheshwar. WhR positfordayids N
process of design in Maheshwar is different to both Banaras and Kachihleis no

specific role of designer, yet it has historically had a more distinct labour division than
KachchhThe main market for Maheshwari saris, in geanson to that of the Kachchh

weavers, was more distant and disconnected, geographically and socially. As | have
YSY(idA2ySRY al KSaKgl ND& LINB RdzOU A 2 karkhamas A |
where several weavers work under a master weaver andgtesivere dictated by the

ruler themselves, the merchant or master weaver.

Like Chanderi, the similaized weaving town in northern Madhya Pradesh, Maheshwar
traders or those closest to the market often double up as designers but there is no formal
apprentceship process like there is foagshabandgpattern-makers) in Banarg8asole,

2014, p. 16Q)However, the main differemcbetween the two towns is that in Chanderi
designs are purchased from the trader/designer, while in Maheshwar design is part of the
YFEAGSNI 6SI gSNR&A 2NJ 6N RSNR&A NRtSod ¢KSasS N
there is no specified role of degier as such. Arjun Chauhan, a trader and mastaver
interviewed for this research, owns a shegllingdirectly to customerswholesale to other
shops andhe alsomanages a large number of weavers. Thereforegdnredevelop designs
based on what he casee is selling well in the shop or what shop owners or traders from
other cities are requesting. Chauhan can also subcontract to other master weavers such as
Ganga Kanere and Yogesh Ansanip bothmanage a small number of weavers

themselves. For theseaavers, the task of design is dependent on getting time and space

in-between business and other management tasks.

Neverthelessasin any large industryto stay competitive there is continuous demand for
YySg RSAAIyad ¢KS LIKNI & @gukdy kterad by tBadeisandS (1 K A y
shop owners keen to stay competitive in the handloom markets in BariBasole, 2014,

p. 178) and amongst the Jamdani weavers of Andhra Pra@estmidipudi, 2016)as well

as in Kachchh and Maheshwar. Dheeraj Chippa, a master block printing artisan in Bagru,
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wkalraGKFy &aFARI WgKSy 6S KIFI @S G(GKS LINKEAE & dzN
R 218 Kachchh, with increasing demands on production, a system more akin to the
division of labour in Banaras can occur. Further, as soon as a product is made for
O2YYSNOAIf LizN1J22asSaz az2yYS 2F (KS rRStker 3y SN
O2YLINRYAASR F¥2NJ GKS alr1S 2F YSSGAy3a 2G§KSN

two challenges will be discussed over this and the following chapter.

Chaganlal Vankar, a successful master weaver in Sarli village in Kachchh, has never
undertaken desigreducationbut instead gets ideas for new designs by attending

exhibitions, his main selling platformhere he respondé 2 Of ASyi1aQ FSSRol
and ses inspiration imtherg S GSNB Q 62 NJ = A ykbOdrigegRXhg3 G K I
collection of pieces he showed me included atmig2 ¥ (& LA O f WYl OKOKK
that incorporated tiedye by local Khatris (a popular current trend across the region that

was started by twgrevious KRV students), and some simple, plain, single or-coldiir

Re&SR alFNBSa GKIFGd RARYQG AyOfdzRS Fye& G&Lh
AYLINRGAALFGAZ2Y GKF G CNI (0 STRIWHEE shOthdughtSves | & WT
inefficdent, not costeffective and something learning design could help to avoid. One
AN Rdzr S 2F GKS wnmp {Yx o0FGOKXZ t22YyLlY
{ Yt LINPJARSR PINBLISNI RANBOUAZ2Y ®Q

I+

7.3 Providing direction

The teaching at both SKV and Tdit8s to be sensitive to the ways whichartisans are

used to learning. Classes are planned with this in mind, encouraging as much activity as
L2aairofS GKNRAZAK | WClBseNderalatesmred B dirkcyiyTeate L
G2 &l dzRtg/ctaft Khowfedgalriterviews with faculty, directors and curriculum
developers at both institutes suggested a common philosophytti@tocus of education

should be on allowing space and providing the tools for students to learn and be curious.

Designfaculty member Neelima Rao expresghdt she and the rest of the advisory board

102 Chippa, D., 2016. Master block printer: Interview with Ruth Clifford, Bagru village, Rajasthan, 26 August.
103 Frater, J., 2016. SKV Foundrector: Interview with Ruth Clifford, Adiputachchh20 January

104v/ankar, P., 20184asterweaver: Interiew with Ruth Clifford, Mota Vanora villagéachchh? January
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gAUK | OASe (KKGOYyRA{ 2¥0 @By ha WKBRW(I2 IS
GKIFId6 Ad KFR G2 0S I OSNE t®gSteé& FyR AydS

A wide rame of studies on education and learning show that allowing space for students to
find out things for themselves is the most effective approach in building capabilities and
empowering students. Capability in design is defineKbybell and Stable@008, p. 18)

0 2 { Kthelability ¥b pursue the task with imagination and rigour, and to draw it to a
NEBaz2ftdziaAzy GKFG YIFI1Sa I RAFTFSNBYOSKAYLINEC
GAOGK dzy OSNIFAyldes (y26Ay3d K24 YR gKby (2
and designer K B Jinaonducts projects with children antbn-literate artisans in various

LJ NI & 2n8t orlyys®dyings theiwknowledge system but also the conditions that
SylFroft SR GKS ONBIlIUGA2Y 2F (y2¢SRIS F2NXNI GA

Ore example given by Jinan to illustrate the importance of nurturing the natural
intuitiveness of artisans, was in a project wiie children ofpotters in Kerala. He gave them
only lumps of clay, nothing else, and told them to refer to their surroundiogsake things.

The childrercreated¥ 6 S | dzii A Tildd). Soin& Hag/ aghie@ed perfect circles to create a
pot, some had created pictorial designs by carving with their fingers into flat pieces of clay.
This led Jinan to suggest the importance of engag@mwith the environment and practical

learning to keep in touch with our innate seng&haha, 2014).

Within this approach, some students may be more confident and willing to explore and
experiment than others. Some may seek more direction and parameteaser found the
latter to be the case with a group d&fID (National Institute of Design, Ahmedadbad)
students she led a workshop witthen preparing the curriculum for KRV. After a visit to the
Honeycomb gallery which has a large collection of traditigaeatiles from Kachchh, she

conducted an activity:

WL RADGARSR wWiKS gK2fS 3INRdzLI8B Ayid2 o 3INPRzL
first said these are the colours you can use, so decorate the tree with only these colours.
[To] the second onedaid you can decorate with any colours. [To] the third group | said go
in the garden and sketch some trees. My assumption was that anyone can be creative. In

105Ra0, N., 2017. Designer and Entrepreneur: Skype Interview with Ruth Clifford, 15 January.

106 jinan, K.B., 2017. Designer and Social entrepreneur: Email conversation, 25 June
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fact, when they came back, the one who had sketched the trees were very animated, were
discussingvhat they had done, how they had done it, what they saw. Nobody else was
talking like that. But when we put up the work and discussed it, the first group said they
thoroughly enjoyed it because within those limitations they could play. The second group
sad it was a bit stressful because they didn't know which colours to pick. The third group
said they enjoyed it because they could be creative. But then the big learning curve for me
was which of these collections do you like the best. Guess which ong' pitieed? They

picked the first one! Because it looked like it was 'designed’. So that was learning for me,
because not everyone necessarily wants to be creative, and some constraints are

dza S ¥dzA ®Q

C NJ S NIXné&esu§dedtd§hithlike learning the skill of weaving R WA y I y Q& SE
above play isanimportant part of the learning process aridr allowing creativity and
exploration. However, play and exploration their own would not necessarily result in
a2YS0KAY3I RKEANDIhEENes Rhudhe process of making it appear to

0S WRSaAAIAYSRQ Ayg2f S aetbfpatametirdang BolsgtheS RS & A

design principles which | go onto discuss below.

The urban design studenEater led the workshop withre likely to perceive a visual

pattern differently to the weavers in Kachchh and Maheshbased on the different
environments and culture they grow up surrounded(lag | discuss in the previous

section) An NID student may be less likely to encountelhakla(drum) in everyday life,

or it may have less meaning to them than to the Kachchhi wedwvehe aesthetics b

Kachchhi crafts, such as weaving, block printing and embroidery, a full design is considered
auspicious®®Bhujodi weavet | OKI y t NBY2A {A2dz 63aNI Rdz S
0K2dzZAKG F FdzE £ RS antl dag relifckait to takeD@e2aRvicrdf Ng| S Q =
older brother Purushottm, who had attended KRV several yeasslier, about new design
ideas!®®The traditionaldhablg particularly those for the Ahir community were always

filled completely with pattern in bright colours. The fitgational Awards winners in

Kachchh in the 1970s such as Vishram Valji Vankar, had filled up the cloth with pattern to

present the complete Kachchhi pattern repertoire and the extent of their, skidlellence

107 Frater, J., @16.SKV Foundebirector: Interview with Ruth Clifforddipur,20 January

108 g0 Pandya(1998) for a detailed description of thelothsi K I (i Bfighdsih thedBanled region, the
embroideredmotifs that fill the cloths and their meanings.

109gjju, P., 2016. Weavelesigner Interview with Ruth Clifford, Bhujodi, January
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in skill being one of the key criteria of thevard (Ministry of Textiles, 2017By 1993 when
Meghji Vankar submitted dhablofilled with patterns in bright colourfigure 89, left) his

piece was rejected. Two years later he submitted a completely different piece for which he
had used several suletblue shades and a pale green on a cream backgr(figwute 89,

right). This piece won him the award. The yarn used was a much higher count than the one
used by Vishram twenty years before, and so the designs were muchHfindeghiji had

used the traditonal panchko(5 paisa coin) motif and built it into a larger geometric motif
combined withchamaksaround the edges. Therefore, by this time the tastes of the

National Award judges had changed, or perhtpey realised a need to appeal to a wider

market ard so were encouraging adaptations and innovations within traditional

parameters.
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Figure89. Left: Meghiji Vankars's rejected National Award piece submitted in 1993 RighHE K 2rnifgd 4 A
National Award pce, 1995

10vankar, M. 2016. Master weaver: Interview with Ruth Clifford, Rudramata village, 2 January
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Furthermore, themotifs in the designon the rightare of varying sizes giving it more

balance Such heavy repetition of small elemeatsin the desigon the leftcanbecome
overwhelming to the eyeThis is not to say there is not balance in traditiotiaablaor

other products. Theagriin figure90 demonstrates balance in combining wide blocks of
colour with stripes of detailed pattern¥hejharmar (drizzle or light rain) border of the
dhablawhich includes thesachikoroverlapped with stripes of variegated shades of brown
sheep wool in the warp, demonstrates carefully considered design. Furthermore, many
gSIFPSNR O2yGAydzS G2 ONBIFGS LASOSa WFALE SR
repository of motifs that they or their children can refer to in the futufidnus, in
WiNFYRAGAZ2Y T Q LIASOSa: RSaAIya (WwWheBookéz i 2y
W 3 2) PuRdlso based on cultural beliefs and a desire to demonstrate skill and lthe fu
repertoire of patternsin the Basic Design and Colour classes, by learning the key
LINAYOALX S& 2F RSaAdy yR O2f2dz2NJ 0 KS2NE>X ({
changes and they learn to intellectualise and verbalise what they cam ke design

they produce. They are then able apply ths new languagéo what theyhave already

learnt through embodied and situated learnings Pachan Siju shared:

Wh 23 6 KSY ,Lknaw$hét thissrégular fiythan. This is the texture. Thésthe

LI I OSYSYy(i® b2g L (y2es lff GKSaSandivanhtf St S
Oft SIN¥ & SELXIAY G2 @&2dz 0KIFId GKS&S I NB GKS
GKA&a G GKFEG GAYS® L RARYQUO glyd G2 Gt

According to Bourdied,  OKFy Kl & o6dzAfd F WOl LI OAGe G2
I Olj dzZA NB WOdzt 1 dzNIF f O2YLISGSYy OSQ 2NJ Odzt § dzNJ €
chapter.

WLY | aSyaSsz 2yS OFy &l @undiéhlofithe kinvedge LI OA (i

(savoir), or concepts, that is, the words, that are available to name visible things, and
which are, as it were, programmes for perception. A work of art has meaning andsnter
only for someone who possesses the cultural compegetiat is, the code, into which it is
SYyO2RSRQ 6A0ARI Ll EQZO D

Wl gijju, P., 2016. Weaveesigner: Film Interview with Ruth Cliffo8hujodi,1 August
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Figure90. Cotton handloonpagriin the collection of Shamji Vishram Valji (presumed to be approximately 30
years old)

Figure91l. Contemporary replica of a traditiondhablowith thick jharmervertical borders (both sides)



Figure92. Left: Assymetrical stole Right: Pachan demonstrating his 'cblanket'

7.4':Reé)'/ElI- IAYy3I gA 0K GKS SYg@ANRYYSY(l |yR W
KSNRA Ul 3SQ

While understandingonceptsof designsuch as balance, symmetry and perspectoan

aid directionin meetingmarket tastesJosef AlbBlRE y2 1S4z Wy2 GKS2NE
itselft S R4 (2 (KS LINE R dzOhers, 4963, g. Z\orfima@entd> 2 NJ 2 1
concrete school buildirg digital technologyrunning abusiness or even jolyeaving,can
separatean individual from henaturalenvironment.Therefore teachers aboth SKV and
THSencourage students to (regngage with their surroundings and &KV, their

traditional repertoire of desigs for inspiration and referencén the first two classes at

SK, Colour and Basic Design, students are encouraged to idémifyesigrprinciples
theylearnabouth y (G KSANJ adzNNRdzy RAYy3as ¥F2NJ,'Basl YLI S
well as to find inspiration from nature and heritage. While some students wesernenof

the pointof these initial courses as they were happeningny of the graduates

12 Goel, A., 2016. Designer, SKV faculty member: Skype Interview with Ruth Clifford, 4 February
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interviewed reflected that Basic Design was the most useful course. The main goal of Basic
5SaA3dy OO0O2NRAyYy3 (2 G(GKS OdzNNA Oduhiqayto thér § 2
bigger picture of aesthetics, including layout. This will prepare them to understand the
RATFSNBYOS 06S06SSy (K $FrateNZDMap WB)talsy R O2 y & dzvY
Sy02dzN)y 3Sa (GKS FILOAfAGlIGA2Y 2&egdtindtBSy (4

concerned with what the market wants.

Regular SKV visiting faculty member, Lokesh Ghai noticed in students first attending the
{Y:x O2dNASZ I 101 2F lFoAfAdGe 2NISTRANRTO
artisanshavestaBR (2 dzaS (GKS Ay iSNySaG FyR R2y Qi
I NP dA7HR@abed a similar experience whileaching at an urban institute too, where a
d0dzRSYyid KIR LAOISR GKS GKSYS WOFINYyA@lIftQ ¥
carnival, referred to the way a wekhown designer had explored the theme. For this
reasonDKI A NBEYAYRZ KR®2 14 ddiR S KRS IWG F NRPdzy R (K
oRann of Kachckh| woul like my student to go to theann and experience it, take his

26y LIK2(023aNI LKQIKSL 2 N KX S NI Aya FHA YYASENE(SA (0 K !
it. So,itisabouttin{ Ay 3 GKSY KI@SMiKlId O2yalOAirzdzaySa

Neelima Rao noted the initial difficulty THS studestperienced witlthe concept of

inspiration. When the students were taken for a walk around the town and encouraged to
GFr 1S LAOGdINBa 2y U(KKSSEA Nd 9N faaYF NIiG 4LBKe? Y1 SNIS
LIAOGdzNBaé¢s o0dzi 6S 6SNB +otS G2 32 GKNRIAK
GSNBE GF1Ay3 LAOGAINBE YR K2g wibheseYl 35348
efforts to encourage students to observe th&iy A NR Yy YSy i 02y OdzNJ g A

for education based on a MerleaRontianinspired education:

H3Ghaij, L., 2018. Artist, SKV faculty member gmeerning council membeBkype Interview with Ruth
Clifford, 14 February

114 |bid.

115Rao0, N., 2017. Designer and Entrepreneur: Skype Interview with Ruth Cliid@huary.
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Pducation of the naive, which takes the trivia including the pieces and details of ordinary
life as part of educating: the scent of new grass, agling¥e G KS adlF NJ RSSLJ
(Hung, 2008, p. 362)

{AYAEFNRGASE OFy 0SS F2dzyR KSNB (22 gAGK W
childrenlearn, by constant perception and curiosityhich gets supressed by formal
A0K22fAy3 F20dzaAy3a KSI@gAate 2y ftAGSNY Oe& Iy
hemisphere(Shaha, 2014Pesign is said to involve both the right and left halves of the

brain simultaneouslyGoel, 2014; Kumar Vyas, 2000; Tovey, 1984)

Figure93. Left: THS students taking pictures of patterns in the fort witght:Examining collections of
objects from the naturaénvironment, KRV
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Several SKV graduates expressed enthusiastically the way the Basic Design, Colour and
Concept classes helped them to see things in nature and their surroundings that they
RARY QUG 4SS eSlasgesaRizNEAlI NI AYY[F N 41 ARZ WLT 4SS
RSaA3aya Ay yI (dzNB £t ¢ DKR YD D 2\ R QRIS aldy RyENG d
GKSasS OflaasSa G FANRG: aleAy3day WakKSe 1A ¢
thegardenandg 2 dzf R al & ¢S | NB 6SI @S N#EButlikek | (0 dza
Murji, he came to realise the possibilities nature provided:

WL NBFfAASR GKAYIG S OBENEGKATY 30 2586 thadiiing® ¥y I
motif that has been derived from thegja ka ghad, KngQ galace, so even our ancestors

were inspired by nature, so what we have been taught at SKV and KRV is to derive things
from nature '8

THSun dedicated classes on design theory but on a lesstirad basis, partly due to
funding limitations and availability of faculty. However, the long duration of the course
gives students space to experiment and being amwalver cohort, they learn many

concepts directly on the loom. Further, both the weaysessions and classroom sessions
involve crosglisciplinary learning. For example, during weaving sessions weavers practice
talking in English about what they are weaving to each other and to vis#tndscollecting
inspiration involves practicing photogphy and usingmarttechnology for sharing and
sending the images. Learning both through theory and through practice is useful for
meeting the different skill levels and different learning types of students as well as
maintaining an awareness of the rgkmnce of the things being taught to handloom.

I OO2NRAY3 (2 12f1FNE YlIye 6SIOSNE 0STF2NB
gA0K NBR YWHCobdr claskdihibhe Painting a colour wheel and matching
shade cards with illustrations in magjaes, activities led by designer and regular visiting

faculty Rekha Bhatia. On a loom set up with dtireoloured warp, students experiment

116v/ankar, M., 2016. Weavetesigner Interview with Ruth Clifford, Bhujodi, 22 August
17 sijju, P., 2016Neaverdesigner Interview with Ruth Clifford, Bhujodi, 1 August
118 | bid.

19Holkar, S., 2016. THS Foundlerector: Interview with Ruth Cliffordiaheshwar9 July



with interchanging multiple colour yarns in the weftHS 2015 graduatéyun Vankat?°
was fascinated by learningat different yarns could be used in the warp and weft, and

the possibilities for both colour and textures that this provided.

Figure95. Arun Vankar showing his textured stole, August 2016

120y/ankar, A., 2016. Weaver: Interview with Ruth Clifford, Rudramata village, Kachakingusg
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In the stole he is showinig figure95, Arunhad also used triple ply yarn in the extra weft
GKAOK KS T2dzy R WY RRHs, idpiratiogd dddses thidugiNI OG0 A 8S Q¢
experimentation with materials, colour and technique, as well as the environment. While,

as at SKV, THS students learn basic degigaoiples such as proportion, balance, layout

YR a0lIftSY GSOKYyAIl[dzS A& |faz2 AyO2Nl}XNI GSR
structures, yarn qualities and dyeing are taught. One of the techniques considered to make
fabrics particularly sited to highend fashion is mukireadle weavingHrishikesh, a

weaver and designer from Delhi, spends five days a month teaching different structures

and how to use lifting plans, and Pralad Sharma, master weaver andntCiiarge at THS,
continues to felp students witHifting plans in the meantime. Myooversations with

respected figures in the craft development field revealed criticisms of this approach for
standardisinglesignsand ignoring traditional local characteristidhis view is likely to be
influenced by the common narrative in craft promatal literature, as well as the

requirements of the Geographical Indication (Gl) of a need to sustain certain local patterns
and techniques. While this view can be problematic in termgadéntially fossilising

WOINI RAGA2Y QT 4 S| @S Nhexpkeys apridKiStheit own Neaving R Y | C
heritage and a need to maintain the aspects that make it distinct to their community or

region.

1211pig
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Figure96. Sample lengths ready to take to a Buygsller Meet, August 2016

Figure97. Experimenting with different lifting plans on a table loom

Clho/ NBFEOGA2Y Aa F O2tftSOGABS 2F FTAOBS 6SI S
pilot classes in 2013, prior to which, they had all graduated from degrees in commerce and
enghneering andvere keen to get jobs in the city. But after completing the workshops they

began to realise the potential in handloom, the popularity of Maheshwar as a handloom
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WRSEGAYI A2y QY FYR (KS 0SySTAGA 2 hesharh y il

patterns. A conversation with one of the members, Asif revealed their reasons fdfhis.

L'AATY Wy2¢ 6S INB O2yOSYyidNIGAy3a 2y GNIF RAD
GKS 2fR RSaAdya FyR GNB (2 3ISG GKSY Ay (K

w/Y WREKBAXBERZNIIYG (2 YFAYGEIAY OGN RAGAZ2YI

'AATFTY WLF + a0NFyYy3ISNI LIAOTSR | LINPRdzOG ¥ NP
al KSaKgl NA 2NJ y23KQ

w/ Y Wl 2g R2 @2dz RSTAYS WNBIFIfQ 2NJ WiN}X RAGA

' AATY W{ 2YSiA Y ScnfuSedzheineeyi SahBshwali afd Gh&nideri because
GKS YFGSNRAFf& FNBE AAYATINE o0dzi GKS YIAY K
LIS2LX S gAfft OFfft AG / KFEYRSNR®Q

Other respondents showed npatternssuch as th&angra(see figured5 and 16n

chapter 9 considered distinctly Maheshwgalthough this pattern does appear in

Chanderi architecture tooBoth Joheb Ansari, a class mate of the FabCreation group and
Ganga also said the border was the most important element of a Maheshwari Sattalbu
WAY (KS 02Reé& &2dz O23MIRY U RRRS WiShy BdiegNeS@AifaL dz
new look and new product for the customer, because they [have been] seeing traditional
LINE RdzZOG a4 aAyO® 28SINARA yR @SINEQ®

122 pnsari, A., 2016. Weaventrepreneur: Interview with Ruth Clifford, Maheshwar, 22 July

123K anere, G., Ansari, J., 2016. Weasmirepreneurs: Personal Conversation, Maheshwar, 22 July
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Figure98. Joheb Ansari modelling one of his scarves

There is no specific teaching on cultural heritage and traditional patterns at THS. Students
are encouraged to bring along examples of their work from home but having such a
diversity d weavers does not allow for studying individual patterns, designs and their
meanings, which is a key part of the SKV Basic Design class. Master artisans of each craft
O2yRdzOU &aSadarzya Ay@2t gAy3a I a2Nl 2TesWaKz
of their work.Most weavers | interviewed, both graduates of KRV and SKV in Kachchh, and
6SIFPSNE 6K2 KIRYQG FGGSYRSR SAGKSNI Ayadaad

motifs and patterns that are considered distinct to Kachchhi weaving:

Wibhe] Bhujodi motif is not included in our product, it has no value. Because these are our

GNIFRAGAZ2YIE Y20AFad2h(GKSNBAAS 6KIFG Aa 2 dzN

124 premji Vankar, C., 2016. Masteeaver: Interview with Ruth Clifford, Bhujodi, 17 August
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WZhaonakand all the other traditional motifs are our identity, and when we see people in
20KSNJ adFGdSa 6SIENARY3I 2dzNJ aKFgf oROUK GKS 0

While upperclasscraft revivalists and curatofsave beercriticisedfor encouraging the
preservation or revival of old motifs based on idealised views of the(pesskiell, 1999;
McKnight Sethi, 2013poth the makers and users tife craft productshave an innate
tendencyto be nostalgidor the things that used to be. Designers draw upon the past as

part of their lived experience while looking to the present and the future. Furthermore,
GKS WwWy2adlt3AlIQ INIAalya FSSt F2NJ G6KSANI G
identity. According toAspelund2014, p. 205)who drawson Merleau Pontian theory,

time is a key informant of the design proce$he designer draws upon the past and
presentand anticipates the future which in turn informs the user experiemeeluding

elements of past oexisting designensuressomefamiliaritysold K G G KS ySgy Sa
overwhelmingfor the consumer. fie designehowever,challenges the viewer or

consumer by adding something new or changing the combination of elements, which
eventually becomes familiar drcreates in the moment a lived experience of the design

(ibid, p. 206) The product then becomes mnemonic through for example, its feetifs

or colour combination, for both the designer and the user. Additionally, the experience of
the different space® NJ WK I, 0f Ah& niminBeiis@f target marketis, important for the

design process in ensuring their tastes are met.

7.5 Cultural capital and taste

Despite a low social status attached teetr manual occupatiowithin the caste system

g S | g&MEalQapitalacquired in their traditional habitusttracts and influencsthe

Wo 2 dzNB ShigheichSEBWRING S NB Q 2 gy KsPedeledincréaying DA f |
numbers of visitorseekingauthenticcultural artefactsto demonstratetheir own taste,

cultural capital, knowledgef craft traditions and statusas welitravelled, cultivated and

Ff GNHzZA a0 A O o0& & dzLILJAnNdinAtlye FalovsatiorNdizeadition} whatiier ¢ S |
RSNA PGSR FTNRY (Bavdrillard LG58 NI 2UNRyIASyaliBdRsbaiwvilariiA G A

Ranger, 1992y this elite class inculcates or increases a sense of pride in the weaver.

1255jju, P.2016. Weaveentrepreneur: Interview with Ruth Clifford, Bhujodi, 15 January



However, to build upon cultural capital gained in the traditional habitusswees must
have awareness of the tastesnd whimsof the market,which may include desires for
A2YSOGKAY3I WINI RAGA2Y I @QardeNOxUHOOE dR Sistid/ @ hdegd? & U

objects thatintersectthesestyles.

Weavers who aréessaware of such market tastese less likely to be encouraged to

continue hetradition of weaving olearn designAmartyaSen(1999, p. 31jotes that

while it has been argued that economic development can be harmful to a nation as it may
lead to the elimination of its traditions and cultural heritag@posing viewpoints presg

thatt WA G A& o0SUGGSNI G2 6S NAOK | yR KIBuckldy GKIy
foundthatforg SI GSNE AY LYR2YSaAl s WSO2y2YAO | RE
AYLRNIFYyG (2 aYFAYOASyFyOS 2F (N} RiBuckleyy ¢ A
20160 LYRSSR: tA1S8S (GKS KIyRfz22Y GSEGAf Sa 2-
valuable commodities in antique trade networks. The importance put on maintaining
tradition versus focusing on econontienefits of craftvaries from weaver to weaver in

this study and is influenced by a variety of factdrs/ Of dzZRA Yy 3 GKS Tl YA &
SO2y2YAO OFLAGFESE O2y Gl OG 6AGK YIFN]SGa &as
whether they have attended either of the design institutes. At the centre of maintaining

this balance though, is determining the ition of the handloom product in the

contemporary market.

7.6 Market Orientation: Circulating in new spaces

While the initial courses at SKV encourage artisan students to take inspiration from their
immediate surroundings and fiamiliarise themselves W the designs in their own craft
traditions, the third course Market Orientation involves the students developing an
understanding of conceivable markets for their designs. If students are confused or
unconvinced during the first two classes, the thirdsd helps them to see the relevance of
0KS RSaAdy O2yOSLIia GKSeQ@S tSIENYyaG Ay | ¢
design educatioms well as thosevho have, exhibitionare the most popular selling and

marketing platform fo their work1?6 They give artisarstudentsthe opportunity to

6o EKAGAGAZYAQ AY GKS LYRALIY Caell andresdrabie EBIDS I ¥ NBG N
FI ANEQ Qrathetthan displaysiai art works or products in the gallery or museamnext.
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experience firsthand the preferences of the markdb get ideas from other artisans and
know their competition. Therefore, by attending exhibitions artisans are gaining some
cultural capital through experiencéormal education can maximise this capital, because it
involves a deeper insight into the lifestyles of the market they are targeting. Danji, a
S PSNI AYy { [ hat Beendoiniardy lexhibitiords bt RRV tadght us something
very differentinnh NJ SGAy3® D2Ay3a (2 IKYSRIOGIR 41l &

While many weavers shogeS R G KS O2dzNBS GAGES (G2 WYl NJ ¢
hNASYGlFdA2yQ gAGK Yy FAY (2 WAYGINRRdIzOS (K
NEBI OK o6dzi | 02 dzi@% KX QBK (i (B3, 008 4001. A meld trip

to Ahmedabad is central to the couraadinvolves visiting stores, modern style hotels or
restaurants, museums and galleri@$e trip also involvegisits to the homes of crafts
consumers to understand how they liveach of these spaces constitwtat Bourdieu

NB T SNAE (0 28ructdred $oBde Sith Rb®N laws of functioning and its own

relations of forc€ o W2 Ky a 2 yThe fieldp drénBhabiteddby tbose qualified to judge
W322RQ RSaAdIy ONITFG o6& (KvBanMdprénewsiodza | & RS
collectors. In thesspacesstudentst S Ny (2 WLIS NF 2 N@¥artA2012,lpLILINE
51),and recognise particular tastes and preferencethefkey players in the field

Eventually theypecome socialised into the values of this gr¢i@lvidainen, 1998)uilding

their social and cultural capital througihcreased: ¢ F NSy Saa 2F GKSANI G
tastes. Visiting faculty and illustratédlen Slaw, who taught the Market Orientation class

for severabatches expressed (i WhSle point of teaching them marketing is to open

them up to this whole new world that they would hawet otherwisehavell K 2 dzZ3 K4 2 F

and went on todescribe the field trip:

We took them to a very low middlelass family t@ middleclass to a very uppeslass
kind of situationd 2 (wRKBe | OlGdz2r f t& 3I20 (2 aSS wX6 HK
because their aesthetics completely change when you change the context g,
y2i 2dzad G0KS NB3IA2Yy odzi (S gK2fS ARSI 27

Thus students also learn about demographics and that tastes in one area of India will be

127v/ankar, D., 2016. Weavdesigner: Interview with Ruth Clifford, Sarli village, Kachchh, 10 January
1285haw, A., 2018llustrator and SKV faculty: Skype Interview with Ruth Clifford, 28 January
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very different than in another, and that class, age and occupation can influence tastes too.

¢ KSe& Wi sBriguisll whick2of tReltastes, practices and preferences of others are
NEBLINBASY Gl aGAGS 2F GKS LITINSS axénagdfied bidcaminénts R Q
made byPravin and Pachaistudents of the 2015 batch

0

WeKSNBE FNB a2 YlIyeée RAFTFSNBYG Ot ASylad hysS

gl yida dzyAaljdzS LIASOSas FyR 2y & Oflaa 2yfe

W/ 2f 2 tdeNRIhimARISG oAttt 2yfe 62N] Ay 5SSt KAZ
0K24S 62y Qi ¢ 2 NJpdoreilihk doarseB® RARY QU 1y 25

Visiting LJS 2 LbforSeSafovalidatestastesor stylesthat havepreviouslybeendictated
to artisansby interveningurbanprofessionabesignersFollowing¢ & | {2808)Q a
frustration at the waysdesignersaskartisansto makeproductswhichare completely
unfamiliarandirrelevantto their context, visitingfaculty memberUshaPrajapatidiscussed
the surpriseher studentsexpressedvhen shesuggestedhe ideaof designingplacemats.
Theycouldnot graspthe ideaof an Wsanafor thalisQs: arguing,W A dk f@rdhumanbeings
to put a pieceof cloth whereyou sit but why do you needasanador i K I fs2 A ieyh&n
the sameviewpointaboutyogamats,one studentarguedthat whensaintsand sadhusdo
yogathey doit on arockor by the river side: WHavenot seenanybodyuseayogamatin
my life, how canl makeA (isKP@pjapatiexplainedto the studentsthat manyforeigners
cometo Indiafor yogaand spirituality and prefer to do yogaon mats.But this wasnot
enough,the studentsneededto seeevidenceIn one Market Orientationcourse after the
cookingsessiorwhichintroducesstudentsto costing,the studentsand staff all satdown

to eattheir mealusingplacematsandtable runnersto better understandtheir function.

129gjy, P., Siju., H. 2016. Weavaesigners Interview with Ruth Clifford3hujodi,6 January
10sijju, P., 2016. Weavelesigner: Interview with Ruth Clifford, Bhujodi, 1 August

Blpasanali NI yafl 18a (2 wLRaddNBQ odzi Aa faz AmmaBR (2
refers both to the platter on which a meal is served and the mixture of small culinary dishes on which it is
served all together, typical of Soutlsia.

132Prajapati, U., 2016. Designer and SKV faculty member. Skype interview with Ruth Clifford, 28 January
133 pid.
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Judysaidher ideafor introducingvisitsto homescamefrom an experiencan Delhi:

Wlearnedthat from Aziz.w Xithe first yearwe did our salein the home of a USembassy
schooldirector in Delhi.[Aziz]went into the bathroomand cameflying out, he saida |
showercurtain! L (aQ B2 R daabwHeare would he everhaveseena showercurtainif
heR 2 S &ygftd gointo thesepeopleQ® 2 Y S& K Q

Inthe pastfew years,studentshavevisited the homesof Mallika Sardhai,a well-known
classicatlancerandactivist,andfrom one of the O A (mdgBsiiccessfulamilies,famous
for their hugemill empire; AnarPate| socialactivistand daughterof D dz2 | GHiefi Q &
Minister; and HaritaKapoor fashiondesignerandownerof | NJi A Gottagesterein

Ahmedabadamongstothers.

Additionally Frateroften takesthe opportunity to showartisandesignersaaroundhomes
while in the city for their final collectionexhibition.While | wasin Mumbaifora¥. K dz2 2 R A
to. I 3 exhidtiorQwve all visitedthe home of SamirSomaiyathe chairmanof K.J
Trustd { Y prifaky sponsor)andhiswife, Amrita Somaiyaalsoa trustee. It would have
beenthe first opportunity the weaversfrom Bagalkothadto experiencenow a wealthy
Mumbaifamilylive.{ | Y Xabh& @asan antiquecollectorandsothe housewasfull of
antiquefurniture, paintingsandsculpturesaswell astextiles. We alsovisitedthe home of
GeetaKhandelwala textilesdesignerspecialisingn quilting, whosehomewasfull of
textilesfrom Indiaandaroundthe world. Whilethe { 2 Y | heénie Baa refined
traditional feel,Y K I y R Shiadia kyulirkp @nd eclecticfeel. But both would sit well in the
magazinéNorld of Interiors Thisprovidedthe studentswith the opportunity to seethe
diversityof tastesof conceivableconsumersandthat lifestyleand professioncan

influencetaste aswell asage,city andclass.

134 Frater, J., 2016. SKV Foundrector: Interview with Ruth Cliffordddipur,20January



Figure99.+ A A G (G2 DSSGF YKFYRSfgltQa K2YS:
After returninghomefrom the trip to Ahmedabadfor homeworkstudentschoosetwo
clientsto producepiecesfor basedon their stylesandtastes.Theclientcouldbe a shopor
one of the home-ownersthey visited. Findingthat AnarPatelliked traditional styles,
Pachardevelopeda dupattaincorporatingtraditional elementsof the dhabla Healso
combinedthe stylesof the Rabariand Ahir dhabla by usinggreyasthe mainground
colourandbright colourstypicalof the Ahir stylein the extraweft patterns,sachikor

borderandthe stitchedjoin downthe middle.

Figurel00. Pachan talking through the concept of tdapattahe made for Anar Patel
Several months after the end of the course, SKV graduates exhibit their collections in a
high-end gallery in Mumbai, Ahmedabad or Delhi. In Mumbai, hlas once been held at
I NJi A a | y.&v6ile théndnfe'® NB A sudgggsts Ris distinct from the @hW T Jay’ S Q
galleries in the surrounding trendy, cosmopolitan arts district Kala Ghoda, it attracts

discerning, fashionable elite Mumbaikers and globe trotters. Artisans were previously
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SEOf dZRSR FTNRY (i KBhtiStle 8hd RadamBrs, ROQEeAaSsE 6F thélr

low social stata. The late Hayaben Bhanani, a patchwork artisan from Sumrasar Sheikh
(KRV and SKV graduate), remembered a time when she was not allowed in the luxury store
Taj Khazanan the Taj Hotel, but approximately twenty years later was invitedtéarwith

thea (0 2 BuBePwho had purchased thirty of her piec&8.This is suggestive of

| F NA&FoSyQa | OO0dzydzZ F GA2y 2F OdzZ GdzNF £ OF LIA
design field.

Figurel0L¢ KS Hnamp {Y+ 3N} Rdzr 18aQ SEKAOAGAZ2Y |
At THS too, students need to be able to see the market potential of their designs before
they can value the process and understand the importance of learnidgdign. During
G§KS &AE Y2yilka 2y Ol YLza G(KS aiddzRRSyda Rzy
homes, but they do interact with visiting clients as well as others interested in textiles,
ON} FG FTYR 6SIF@AyYy3a gK2 O2Y Slatively opeh dadraakyof NIp
the clients who come to Gudi Mudi, just a fifteaemnute walk down the road, will be
taken around THS. Holkar views this as particularly important for students to understand

the tastes of their target market:

135Bhanani, H., 2016. Patchwork artisan: Interview with Ruth Clifford, Sumrasar Shaikbust. Hariyaben
sadly passed away in between finishing this fieldworkwriting. She is sorely missed.
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We¢ KS | S ahe in&Kketafd &xtréntely different from the aesthetics of the weavers.
They are upwardly mobile, slightlghi (O KS & QNXB  ah¥yltakd thaeesthefic { A R a
aspirations from T¥nd films they see and guys they see runrargund on motorbikes in
theirtown. KSaS I SAaGKSGA0a NBE O2YLX SGSfé& RATTS
And until they see the market reactipthey are completely unable to gauge whether
0KSeQOS 620Sy a2YSUKAY3I G2yRSNFdzxZ 2N y2ida
blanBR> Ay y2i0 Yy AyGSNBadAy3d O2f2dz2NE y2 3INB
enthusiastic about the cloth they themselves are weaving, but when ¢eeyhe market

reaction, then theygetA &% Q

B\ [ [] “u

Figurel02 Clientsvisiting THS, August 2016
StudentweaversrarelySELINB a & 61 6 NRyS&aa 2N 6KS aSya
(Maton, 2012, p. 56)vhen entering into thes@aew fieldsthat they are not accustomed to.

SKV students and graduategpeared relaxeat both the final collectiorexhibitionand

when they were in the homes of Khandelwal and 8@aiyas When | walked around the

glitzy, imposing Ritu Kumar store with SKV graduates Laxmi, Tulsi and Tara, they browsed
the garments with ease and confident&Neelima Rao reported a similar observation of

the THS students when they had aBuje6f t SNJ YSS{G i GKS WwWLR2aKkK
1 2f 1 FNR& Ay | gSIfGKe | NBIg SNBE HRAINANAS Rw IK2 ¢
d0dzRSyta ¢2dzZ R dn§ Ay GKAA K2dzaSQ> | R
WiKSe KIFIR wX8 FlyoOe &a0dzZ LIidNBa 2y (GKS gl €

not a spot ofreticence oroverwhelm They seemed to get into a position of clarity and just
be in the space and just ékwhat they saw. They wereell-d dzLJLJ2 NIT&epeopie X

136 Holkar, S., 2016. THS Founderector: Interview with Ruth Cliffordiaheshwar9July

137 Fieldnotes, 9 October 2015

23€



came in and thg were able to speak to them.j& students] seemed pretty cool in their
a1l oQ

Thestudentsmayhavedevelopedthis confidenceand easethroughthe continuous
conversationpresentation,evaluationandinteractionduringthe courseat THSMehmud
Ansarisaid¥ g gt the confidenceto speakto buyers.We were madeto speakin front of

everyonesothat mademe more confidentaboutthe LINE R&0 (1 &4 Q @

Regular practice of presentations occurs at SKV as Beédire attendingthe classes

t F OKFYy g2ddZ R | @2AR Glrf1Ay3 (G2 lye Ot ASyia
the end he was presenting his collections to fellow classmates and family, as well as the
jury with enthusiasm and confidence. Jentilal (Je¥itw + 3IANJ RdzZF 6 S wHamnO ¢
sentimentsaying!Ay (G KS 060S3IAYYAYy3IAI G LINSASyldtdr A2y
L ¢gla y2 f2y3ASNIFFNIARD® b2 4WSyOFVQ4E I IR St
comments were made on film which sess as further evidence of the artis&hS & A 3y S N&

confidence to articulate theiknowledge, as well as pride in their work.

7.7 Exclusivemarket spaces

The Santa Fe International Folk Art Market (IFANB a space where the interactions of
various players in theraft and desigrield, and the seeking and sharing of cultural capital

and tastes, gets played out to the maximum (I would have loved to visit here during the
course of this research, an ethnagrhy of such a place would be invaluable in

dzy RSNR UGl YRAY3I (KS LRaAAGAZ2Y YR @FfdzS 2F U

bounded space). The application process for a stall at the fair is rigorous and the stakes are

138Rao, N., 2017. Designer and Entrepreneur: Skype Interview with Ruth Clifford, 15 January.

139 Ansari, M, 2016. Weaver: Interview with Ruth Clifford, Chanderi, 20 July
140Bokhani, J., 2016. Weavdesigner: Interview with Ruth Clifford, Bhujodi, 1 August

141This annual market was set tifieen years agao ©reate economic opportunities for and witalk

artists worldwide who celebrate and preserve folk art traditi@@ver 150olk artists from ® countries
exhibit at the fair each yeaand IFAMalso provides mentoring in marketing to artists and opportunities for
their stories to be told on their edia platform IFAA: IFAM, no date. What We Do [online].
https://www.folkartmarket.org/about/whatwe-do/ [accessed 21 August 2018].
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high. Several graduates 8KV, as well as other successful master artisans in Kachchh have
attended the fair Their success has provided an inspiration to artisans all over Kachchh,

for whom attending Santa Fetise pinnacle of their professional aspiratiofBandhani

artist (ashe prefers to be known), Aziz Khatri has been spotted at two consecutive fairs
WNHz0 6 Ay 3 aAK2dzZ RSNEQ GAGK FlY2dza O2dzidzNB ¥
I OO2NRAY 3 G2 { aeudtBe inStan€ES 0522y Y LI2YAIONT Yy Wg I &

Y K | {(inNdva@iviebandhaniat the internationalFolkArta I NJ S { I yil CSQ

The IFAMs an example of &ierarchisedield, With dominant agents and institutions
KFE@Ay3a O2yaARSNIOES LJ2g SN G(Zhomsenii2DI2MATY)S & K
yet there istill agency and chan@e 6. Adizdp&ssesses such agency and the ability to

infFf dzZSyO0S GKS GlFradsSa 2F (GKS R2YAyYylLyd Ofl aa
his face was displayed on a huggnnerat the market), Dayalal Kudecha (weaver, SKV
graduate 2008, 2014), block printer brothers Junaid (KRV graduate) andnSifigtai and
bandhaniartisan Abduljabbar Khatrare regulars at the markeDayalal earns more at the
marketthan he would make in a year before he attended KRV. Thus, these artisan
designers keep returning and their dedicated clients and regular maigiebrs expect to

see them there, including Donna Karan who after meeting Aziz in 2017, made a beeline to
his stall the following year. HoweveKt$S Y I NJ SiG Q& & { thé dtherfagpivng G | @
artisandesigners of Kachchh hawte some extent beetW S f 6 2 ¢ B2Rrevarded fbm

G 0SYRAY3I:L RSALIAGS GKS YIENJSGQa FAvYa 27F Y
expressed her mixed views of Santa Fe, being simultaneously critical for the preference of
accepting artisans known to bring in the mgnand therefore excluding others, while not

wanting to discourage the regular cohort because of their regular expectant clientele:

Waz2480 2F OGKS mTtp I NIAAlyd 6K2 SEKAOAG |
themselves in so deep thatyoudolRYy QG RA I GKSY® 2dzi 6AGK |

The Santa Fe scenario therefore, demonstrates the ways in which new hierarchies are

being formed within the artisan community itself. Yet such ar@menon is not unique to

142 Erater, J., 2016. SKV Foundderector: Interview with Ril Clifford,Adipur,20 January

143 pid.
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crafts. KSNB A ay Qi didldsf@ Sverfoye, ds Erfwistetand(RScamora found
in their study of London Fashion Week. Spaces have to be kept bounded to the extent that
GKSe YIAYyGlIAy SXBddY SEOX O A D\ di dzBEhtdistlédisdS A NJ

Rocamora, 2006, quoting Bourdieu)

7.8 Concept

¢CKS F2dNIK 2F GKS aAE {Y+x Ofl&aasSa ra W 2y
for short) and aims to bring together the influences gathered from the target market, and

0 KS & dzRewfanmedts énd tyaditions. Shamiji articulated this importance, saying
WgAUGK2dzG GNIXRAGAZ2Y I WH2dzNJ ¢S OAy3A6 Aa 2dzai

LY YNfGANAYSYyQa aiddzRe 27T 0 KGafthghvalGeNdatt, T2 N
fa2 RS&ONRKOSR L& SYRO A YWNIIDYTLIANT 2NEG SHYLLIZ NI NB -
(Kalvidginen, 1998, p.3®) | Ol 1S32N®2 GKIFId CNIGSNIIFAYa ¥
within, she notes that the most important criteria is the ceptintention of the product.
While the concept is central to fine art and what makes it inherently valuable, in craft

several othe factors must be considered:

Whe process of developing that concept, its strength and sustainability, coherence with
the various design elements, the relationship between these elements and the product
O2yOSLIix IyR (KS FaLIlSOG 2F FdzyOlAzyltAleq

Thus, the concept can only be effectively communicated through good use of skill and

good design. The Finnish judgisopaid attention toi KS WNXf I GA2YyaKA L) 6
2 T ( K &nd fradivofXsuggesting that while there should be reference to tradition, it
should not be merely copieddai WNBY SHSRQ OAOARZIStrongP oc U ® ¢
similaritiestoteaini 2F GKS { Yz Odz2NNRAOMd &2V @ [RCARISEE
jury comprises of welknown and respected members of their field including designers,
buyers, academics and artists, also from the upper clabstgsepresent the artisan

designeda Q GF NBSG YINJ Sdo

144 vishram Valji, S., 201Master Weaver: Interview with Ruth CliffoBhujodi,17January



The Concept class begingiwanalysis of global trendsh& school receives donations of

the LA Colours trend forecagtom which each student selects a theme, and with help

from faculty, develop &olour palette. The students are strongly advised to interpret the

trend in their own wayrelevantto their own surroundings and identityrrater has noted

Wi KS dza StionalFrendsynicrafNg/itself challenging and controversial. But

dzft GAYlI GSte A0 GFr1Sa FNIAaFya 0S82yR3ODKSAN
Weaver and student of the 2015 batch, Poonam, chose the theme o&kkgH for his
collection.He initially along with several other graduates interviewéalind working with

a theme difficult and did not fully understand the poii¢.During the Collection

Development course taught by Lokesh Ghai, Poonam was stubiemgage with the

theme. He &pected to be given the colours by the teacher. One early evening when all the
students were up on the roadf the campus buildingGhai encouraged Poonam to come

up too, but he refused saying he was happy to work downstairs. Thes 6 & WNBR ¢
oftheraimo dzi 6 SOl dzaS t 22yIlY KIFERyQi LAO|ISR NBR
need in referring to it. With encouragement from Ghai and the other students, eventually

he became convinced and his resulting collection includes pale blues, greeplespand

hints of red, resembling the colours in the sky as the weather and time of day changes. A
few months after he had graduated, Poonam said in an interview that he enjoyed
experimenting with colour the most, and he continues to refer to colourdsgi® The

following year, he visited SKgecially to make his own priaiut of the colour trends

document14’

145v/ankar, P., 2016. Weawvand SKV graduate: Interview with Ruth Clifford, Mota Varnora village, Kachchh,
5 August.

146 |biq.

147 Ghai, L., 2018. Artist, SKV faculty member gowerning council membeSkype Interview with Ruth
Clifford, 14 February
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Ritu Kumarwhowas o K S 2 dzZNB T 2 Nputcthsed d lafg@ amodant bisO K =
collectiont & ¢ Sf f ltodncorpbr&eintoyh@ éollection she designed for Rajasthan
Fashion week which was held the yedier the jury (see figur&Q7).

Ghai describethe way heencouragel artisanstudents to relate their theme to their own
knowledge and surroundings:

WzZlLJLI2 &S Ay (KS GNBYR (KS .ihis &8 berdificuti fBrk ¢ y A
I NIAalLy G2 F2€tt26> odzi AGQa | OKIF arfdfy 3S
GKS GSIFOKSNJ 12 aSS uKR GOARNR 693 yazy R SEH LR K
look at what | can find in Kachchh that might relate to this theme. | willédGapag Mahal

(the nineteenth century palace in the centre of Bhuj), will beadyplac€ %o we visit

there to get thew XnBood and feel. They will visit, take photographs. Everything gets
f 20 A aASR®Q

Ghai taught theConceptclass the following year, and the SKV newsletter described the
process the students took to understandnoepts:

We¢KSe addzZRASR GNBYR F2NBOIFadasz I yR aflaSl NJ S
Andy Goldsworthy, then in theme boards, in music, and finally in their own traditional

media. They went on inspiration trips, brastormed, and went bacto their traditions.

Faculty and students grapple together with concepts, seeing them from different
perspectives and levels. Thinking deeply, in new ways was a stretch. By the final

presentation, the students had begun to demonstrate individual intedprétA 2 y 8 Q 06 { Y
Newsletter 20162).

Pacharselecteda universallyrecognisedheme for hiscollectionW (i NB loftidz&l 5 Ki© ®
colourpalette includedvaryingshadesof blue and accentcontrastingcoloursin the extra
weft. Motifs includedan extendedpanchko(five-paisacoin),traditional to Kachchhi
weaving,to createan abstractedfish. Abstractionis anotherconcepttaughton the course,
andother weavershadalsousedthe traditional motifs in Kachchhweavingto createnew
geometricor figurativemotifs includingfloral and animalmotifs and evenpictorial scenes

(I discussedhis in relationto respondingio ¢ S | @ &atHienvironmentand

inspration in section7.2). Jurymemberand headbuyerfor Fabndia, AnuradhaKumrawas

148 pid.
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particularlyimpressedwith t | O K bagilfddstole, and expressednterestin placingan
orderi#t | O K ¢oNecidnwonthe Wa 2aal(iNJ S awaddfori 6f severalawards

givenout duringthe jury.

Figurelo5hyS 2F tF OKlIyQa ad2@usSasikiy ol Yo223 02
7.9 The ury

For SKV students, practicing presenting and talking about their designs throughout the
course is important fodeveloping th& confidence and public speaking ability to present

to the jury at the end of the cours&@hespace in which the jury is held is usually on the
campus of thanstitute andis thus distinct to the market spaces dissed abovelt

challenges long-standing practices in craft development whereby decisions on what makes
craft suitable for sale, be displayed in museums and exhibitions, be protected by the
Geographical Indication (Gl), or to be given the contested National Aaaggd)ade by an
WEG S LIS NI LWedkdtdsdn, 2B0BNIRS B E Of dzZRS G KS | NI A&l y
decisions made by such forces are likelype influenced by views of Indian crafts that |
refer to throughout this thesig assymbolsof tradition 2 NJ W 2 dziHgv&wRe6 tReQ
diversity of theSK\juriesmean thatadvice given to artisastudents during the course

and by jury members can often be contradictdRitu Kumar (one of the original cohort of

149 Fieldnotes, 24 Octobe2015.



fashion designers | discussed in chaptes&tton 14), regularly reminded the students
whose workshe was judging to stay true to their traditiomhile FabindiadAnuradha Kumra
was excited by the use of new materials and experimental innovatfdidost students
have learnt to take on the advice butrmbine it with their own preferences and instinct.

As Pachan noted:

WO I hargefor everyonetoday i K S Nde t@athertomorrow i K S IN&amothér,my
naturewill staythe & I Y8 ® Q

In the seminar that coincided with the jury | attended, aréisandesigner asked the

LI ySt WgKFEG R2S& 0GKS YIN] SO #MIRBKYFNY SEHK X
1y26 o6KFG AG ¢ y &%mterskadd tikd vidvBikewige, the §didancer G H C
for SKV faculty stresses that demands can be ckredte 1 KS& R2y Qi Ff g & &
followed. To do this though, the artisadesigner must have a strong concept and

confidence to communicate this concept. In her study of shoe designers, Braithwaite
(2014)found that the majority of designers she interviewed were not dictated by fashion
trends but by their individual taste and interaction with materials. One desjgluseph

T 3dzNE SELINBaaSR KAa RSAEANB (2 0SS WONBL
commerciality and its needs for designs to fit into a fashion system that is defined by
O2yaidlyd OKFy3aS | yR LI NI AOdz I NI (dbsgyerRa Q 0 A
would demonstrate an unconscious absorption of fashion trends, such as Hetty Rose who
saidWL R2y Qi O2yaoOAazdzate (GKAY]l lo2dzi Tl aKA?2
that is justeverywhere} Y R & 2 dz | dzii 2 YI ( A Oa1)f Rurdher|trénds?2 ND A
reflect the contemporary time, events, celebrity, film and the economic and political

context. The more interaction artisasiesigners have withtheJt @ SN&E Ay @ N
Odzt (0 dzNJ f (BalNdeR, d8IE)theandre these trends are likely to be absorbed.

However, the market must realise the cultural capital and creative capabilities of artisan

designers if imbalances of power and hierarchies are terbéicated Frater noted how

150ieldnotes, 24 and 25 Octob2015

181 5jju, P., 2016. Weaver: Interview with Ruttif@iil, Bhujodi, 1 August

152Fieldnotes, 24 October 2015
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2FGSYy GKS 2dNE YSYOSNESE WAT (K Svenolidedhaty S
FNIAAF yas:or YA RKRBgZRM QI NHdzSa WAG A& 2yfte Ay
and aesthetic capability of craft production that designers can participate in ensembles
gAGK ONI FG& 3INRdzLIA (3086, pRIDEWHeyMafidiphdi @@ A |- €
Ingold)issBOA FAOLFf f & NBFSNNAYy3I (2 ONIFhaLlSz2Li S
interlinked with an inherent ability to design, the added design direction arigesigners

have, along with confidence to innovate and communicate their knowledge, can decrease
the cultural and hierarchical gap between the artisggsigner and urban designer or

buyer:

A

Wi ye 2F 2dz2NJ RSaA3aySNE A& y2d0d 3IF2Ay3 (2 o06S=
Sabyasachi or Ritu Kumar, but they may be able to work with them at leastaimangf a
certain level of seiNB & LIB O (i ® Q

Figurelo6.t I OKI y Q& FAY I f LINBASY(l dcatdnsaril 2 G KS 2 dzN.

153 Frater, J., 2016. SKV Foundrector: Interview with Ruth Cliffora\dipur,20 January

154 bid.
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Figurelo7Z.Wt 22y 'Y | yR t I OKIy F2NJ w20i5)z YdzYl NR 0 { :

7.9.2 Dressing the part
When it came to thenorning of thejury of thebatch that included weavers Pachan,
Poonam, Pravin and Rawjne mood of the group was a mixture of nervousness and
excitement, and students rushed around to get reaagnt to get their hair cut and
deliberated ovemwhat to wear. On a dajo-day basismostyoung weavers in Kachchh
wear jeans or tracksuit bottoms and ahirt. Since British colonial rule, trousers and shirts
were widely adopted by men across India, while most women kept traditional dress, which
in part helped the continuation of the sari @eing industry (see chapter 2). By adopting
European clothingnen fromlow-status communities could disguise their identity,
LI NI AOdzf  NY @ ¢KSy SYyGSNAy3a O2ffS3S 2N I LL
jury, fashion show and exhibitions, someS I S NAR OK22aS G2 ¢SI NI
usuallywhite salwaarandkediyunjacket which is suggestive afsense of pride ithe
S NENRRAGAZ2Y £ ARSY (A G ofioutfitkaSd appbdraice B Q A Y

suggestive of on the one hand conflicted sense identityHowevera more likely reason is
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GKFG GKNRdZAK R2yyAy3a GNIRAGA2YLFE RNBaasz i
(Tilley, 1997pr heritage(Kendall, 2014)with an awareness of the expectations within the
WR2YAY I $EKROKEf RF®Df dzZRSa I Wal £ A SndddseT 2 NJ § K &
appreciation they are seeking to receive (Bourdieu, 1986, p. 22y)RS SR> AlRK/S f Ui
tastes and styles of rural artisan communities have as much influence on upper class

designers, if not more, than the uppetass designers influence the artisans, who must

navigate the whims of their target market.

gomt‘h'a NIEERET!
Kl Vidy3

A UM/ "‘.N G "

hnuary 2016 Bhujodi, Kutch

Figurel08. Pravin (left) on the catwalk after his collection had been modelled on the ramp

7.10 Collaboration

The following sections explore how decreasing the gap between the adissigner and

dZND 'y RSAAIYSNI A& &dzZLLJ2 NRBSR i/ rONR dz20 KO AN I
dissolve the boundaries between the habitusesl fieldsdiscussed above as wal the
A0SNB20G8LAOIE RAOK20G2YASa 0S0G6SSYy WINI RAU
RSaAaA3IYSNR® 2KAES GKS AY 2F ¢I1{ YR {Yzx A
d0FGdzAaX RNYGAYy3I dzZll2y CNI GSNDRa O28NEBFRALF EER
IS required to transform the craft into a product, be it for fashion or interiors. | discuss

firstly some collaborative projects that aim to overcome inequalities between urban
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designers and artisans, and then some examples of collaborationsebatartisan
students, which involve mutual leaing and teaching rather than udirectional teaching
by a professional urbatrained teacher.

7.101CoRSaA3dYy YR O2ftl 02N GA2y 0S0G6SS
designer
Collaborative projects involving théared input of individuals from a range of disciplines
are increasingly recognised as important in organisations in general, but specifically in the
creative field by way of bringing together diverse knowledge and skills to meet the diverse
needs of the ontemporary world and addressocial and environmental concerns
(SeitamaaHakkaraineret al.,2016 Valentineet al,, 2017, p. 971)Murray has discussed
GKS o0SySTAGA | yR OKIft Sy 3SchlwwidaieNipioa vy I G A
crosscultural or urbanrural partnerships too:
WENFYayFraGA2y Il f LI NOGYSNBKALR gAGK NIAalya
understanding. They help connect communities that are not in contact with the global
educated classes. This proggdimportant perspectives on issues such as the status of

indigenous cultures, the challenges of climate change and the impact of cultural
R2YAY Il yOS T NWuNay,R&LE p.f2ANI K Q

The importance of reciprocity between traditional artisan and urban designer has been
strong in the craft develapent discourse imttempts to avoid exploitatiorffor example,
UNESCO et al., 2005cott, 2012; Rhodes, 201%)¢cusing specificallgn each participant
learning from each other and sharing knowledge and skills. At both THS and SKV, students
from urban irstitutes conduct workshops or design projects with artisan students. This is
helpful not only for the students to be able to understand potential g@mdducts for their
fabric, but also as a way of training in the process of collaboration. At SKV stérdemts
Maharaja Sayajirao University (MSU) in Baroda stay on the campusefdutation of the
fifth class,Collection Development, to partner up with artisatudents and help develop
their fabric into products. Some examples of past products have inclodgg(utilising

the complete woven warp without the need for cutting the farjgonchos simple
sleeveless jackets adapted from large square scawastcoats and other garments
homeware products such as quilts and cushj@sswell as uncut piecesich as saris,

stoles and dupattas. The curriculum emphasises that the dynamic should be different from
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common designecommissioned projects whereby the designer deternsitiee brief and

the endproduct, while the artisan woson the (usually technical}spects that he or she
specialises in. Insteaat SKYthe artisanstudent is the clienthat the visiting designer is

working for and the designer works to the artisani dzZRSy (1 Qa -§tudantS fRen  W! NJ
choose from the range presented to make theitiections. Collaborators will be prepared

with the artisand 4 dzZRSYy i LINRP FTAf Sa s ((KR&EerDa)They R A YA G A
curriculum stresses the importance of visiting designers studying the local traditions

before they arrive and during their stay.d%e collaborations allow both the artisan

students and the urban design students to experiment and learn from each other while

they are at similar stages of their education.

Figurel09. Ravji Meriya showing his fellostudents and teachers his bag made completely from handloom
cloth and the surplus warp yarn

lYy20KSNJ GeaLl)sS 2F O2ftf | oRNI NI WS UININ2 §FABA Sg/Ki
during the business course or for graduates of the design course. Initialg took place
between professional, established designers and the recent graduates of SKV, and on the
business courstheyi 221 GKS F2N¥Y 2F I WYSY{i2NAEAKALIQ®
YVEIEGdZNE 2F GKAA& NN yISYSYy( s tfcakisaSsNA y I (K
becoming independent artisadesigners, and then we ask them to work with a

RS & A B5H&WeIRpshe felt calesign would be an effective way to help the artisan

5Frater, J., 2016. SKV Foundérector: Interview with Ruth Cliffordhdipur,20 January



reach recognition in higlend marketslnitially, however, many of these méorships

failed:

WL GNASR (2 LlzZaK FTNRBY SIOK aARSE (0KS | NIA
@n‘q in Ehis intgractivorlit became very clear why not. Thq aftisans were asked what their
SELISNRASYOS 62NJAYy3 oA0GK RSaAaAIYSNE ¢Bad ¢K
The example Frater then gave was the same one that the ariisalved Purushottam

relayed tome. Adesigner had asked Purushottam to weave some saris in a particular
designtowhichPubda K2 GG 'Y NBEFdzaSRXZ &l & Ayavhenahd R2y Q
designer persisted, Purushottam invited himdoA a ¥ HhosaahdenQrshopso he

could see how theyere working. The designer stayed for three to four days, left and later
returned to place a large ordefhis made Purushottam realise that the client must
understand the process and what goes into the wiankthe partnership to workFurther,

he expressed that prior to KRV he would not have had the confidence to challenge the
designer.Two female graduates of the design and business courses informed me that

while artisans learn about business ethics on therseuwhen they enter 'calesign’

partnerships they begin to realise that not all designers conform to these ethics.

dzi O2YLX FAYy(da RARYQUG 2 Piedstablidghedinddpbid@eyit G K S
fashion designer based in Mumbaiho had been partner@ with a block printing artisan
designer in Kachchh, describedme an instance in which she had met with the graduate

to share ideas, before theseparated to worlon their own aspects of the project. The
designer faced difficulties in arranging subseguaeetings, but later found that the
artisangraduate had begun developing products that incorporated some of her ideas,

which left her feeling bewildered and frustratéef

Consideringhe challenges faced conducting thesedesign projects, and with aam to
makethem more reciprocal, Frater began to organise partnerships between aftisan
designers and design students in other institutes. In 2016 a project was organised with the

University of Wisconsin (UW) in America. Two lecturers took part in afojaxised five

156 | pid.

158 Rao, S. (pseudonynf016 Personal conversation with Ruth Cliffordumbai, 21 January.
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day block printing workshop in early 2016, and several months later conversations
between the lecturers and Frater resulted in thirteen UW students selected to partner up
with thirteen SKV graduates. Over the course of several motitagrojects were
coordinated online with students conversing over WhatsApp and Skype. Success varied
across thepartnerships andvas often dependent on the personalities of batesigner or
artisandesigner andlifferent working practices; as well as the idéication of successful

communication strategies, cultural and technical knowledge.

Erica Hess, one of the lecturers leading the team of UW students alongside course leader
Jennifer Angus, explained the way the project ran and discussed the challenges and
successes. The brief began with a selection of a theme from trend forecasts in the same
way students are taught on the Concept course at SKV. This provided the first obstacle, as
each party was used to working with a theme in a different way. The SKV studeunld
usually select a colour palette first, while the UW students first develop ideas around the
theme 1% Another major challenge was the different ways of communicating design ideas.
Artisandesigners in Kachchh raralyaw outdesignsmuch lessise CAD or Adobe

lllustrator which the UW had been learning at around the same time. This affected the
Gljdz f AlG& 2'%PHolvé(&, whake@sadesignebs had a lower level of digital
skills, UW students had low levels of technical knowledgie crafts One student had
developed designs with curves not realising they would be difficult to interpret using the
Kachchhi weang technique. Howevesome partnerships had overcome this difference in
technical understanding. Embroidery artisan Tulsi explained to her partner Sage why the
designd I 3S KIFR &dzZ33SadGSR g2dzZ RYyQil 62NJ @

Whiey sent lots of drawings back and forth and etteough Tulsi has great language skills,
they did it mostly through drawings and then landed on some more minimal triangular

designs that worked well with the embroidery technique. Picked colours together, it was
GSNE O22%ISNI GAQBSPQ

19 Hess, E., 2017. Designer and/ Wecturer: Skype Interview witkuth Clifford 21 December
160 |big.

161 pid.
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| SaaQ | OO Alakygrdtiond FetwéeK SKV Qraduates and the UW students suggests
that the main challenges in edesign projects are communication, knowledgesath

2 (I K Prhckica and expertise, meeting expectations and establishing ways to use each

LJ- NI A OA LI geiard @xpdrtigelingtiie SnBst effective way. Even in projects involving
all participants speaking the same vernacular, they may struggle to understand each
20KSNR& RAAaOA LI AciturdlBodesignypidjdets, TErpletdlyydiffadeN® a &
vernacularsare being spoken. Howevarisual languageanovercome verbal language

barriers and desigrisa language shared by bothe UW students and SKV graduates.
Therefore, each partner of the project must then have the knowledge and awareness of

0 KS 2 kills SridXrpabibties, as well as making a combined decision on where the
product will be positioned in the market, how the product willlm@andedand ownership
yS3A20AFGSR YR FTAYylLffes K2g SIFOK LI NIGAOAL
produd.9 @3Sy 2y O0S GKS LINBRdzOGO Aa Ay (GKS YINJS
various multiple mdiators contribute to the worksneaning andsustain the universe of

0 St (B&rHi&u,1993,p. 20), which could be the craft, design or fashion worldisguss
changes in meaning as the object moves across categories and contexts in chapter 8,

section 12).

7.10.2 Peer to peer collaboration

The SKV course brings students from different craft backgrounds together, while THS
brings weavers from differerweaving clusters together. At SKV collaboration on the
YSyQa O2dzNES 200dz2NBE Ay (G662 sl e&ad CANRBROGEEZ
craft, for exampleweavers learn dyeing techniques from the Khatris and the Khatris learn
about different types of yarn and their qualities:

We¢KSe NBIFffe 3ShG G2 1y26 SIFOK 20KSNJ RAzZNRY
artisans who take the course. Every time we get the sample looms out, the first people
gK2 aAirld 4G GKSY INB (HKRS¥KBRUBRARGOKEHEEY¥QRNSL
And then once they learn about fabric construction, they become better at sourcing the

NI ¢ YI&SNALFEadQ

162 Frater, J., 2016. SKV Foundrector: Interview with Ruth Cliffordddipur, 20January
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This process was particularly useful for young students who had less technical experience
with different materials, and students who had been used to doingyaok, which

created a barrier to material engagement and experimentation. The second type of
collaboration occurs in the design process, within the classroom at SKV and beyond
graduation. Some studentsave paired up and created products that incorporate each of

their craft techniques and designs

We¢KSEBQNB GF1Ay3 GKS O2yOSLIix GSOKYyAldzsS |y
first batch dynamics was good, they still work with each other nowekample the

weavers geba,ndAhaniartisgns to dye, Idgring the cour§e1 in their pI’OdlAJC'[V devgloprnent )
I;YI? I-A'-FQSNJ (PQ?YLJi SuUAYy3d8 RSaA3Iy SRdAdzOFuAZ2y U
UKSasS 0O2¥ySOuAzyaoQ

A particularly innovative design that has emerged out of an iotaft collaboration has

been that of weaver Jenti and block printer Khalid Khatiey experimented with a

technique completely new to the region, block printing on the warp before weawhgsh
created ankat-style look. The whole ground resembled something akin to a more abstract
eighteenthcentury Frenclthing and Jenti had added subtle extra weft motifs in gaglu,

YR Ay &a2YS aidz2ftSax | ONRaa G rslkow yfaryyistBANE dzy
designs of the block printing traditions suchaaskh> Y K ihdivitluRISte is distinctly
painterly and abstracthis work has featured in the upmarket boutique Bombay Electric

and in Wallpaper magazine (Patel and Rayirati]12@. 67). Thus the pieces resembled a
combination of each artisaRS & A Ay SND&a I NIAAGAO adtetsS | a
$20Sy Y2UuAFaod ! fyvy2ai GKS gK2tS 02ttt SOUGA2Y

163prajapati, U., 2016. Designer and SKV faculty member. Skype interview with Ruth @Bfftadyary.
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Figurell0. Jenti talking through a samplee created with Khalid. Film sti&hradha Jain, August 2016
[ 2t € 102N 0A2Y YR WONR&aa Odz Gdz2NI f (1AYaKAL
(Holkar, Tiernan and Johnson, 2018)hile teaching technical skills has been criticised for
standardising techniques (see section 7.4), themways a skill, material or technique
that one student may know well, but another may not, and students have the opportunity
to learn techniques from each other as well as from the faculty. Students from Kachchh for
example, weave with four treadles andeusxtra manual drafting for more complex
patterning, as well as extra weft techniques. Students from Uttarakhand weave complex
patterns with several treadles in fine merino wool. Weavers who only knew plain weave
learnt from the Uttarakhand and Kachchh weas how to weave with multi treadleas
well as from visiting faculty Hrishikesh. Kachchh weaver Arun Vankar learnt the dobby
technique from Maheshwar weavers, as well as the doog technique and the use of

additional treadles.

The THS and SKV campmuteerefore, provide a space for students to learn from each
20KSNIAY | ySg wO2YYdzyAde 2F LN OGAOSzIQ ¢
AYLRNIFY G a € SH(aeaylIVerH,A1, p. 98¢ Y I & G S NI

7.11 Summary

This chapter has followed the experiences of weavers as they go through the design
course, their graspg of the concepts taught and their negotiation of the market. Starting

at SKV or THS, students enter a space in which they are free to experiment and be
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creative, while receiving direction on basic design and colour concepts. They then learn of
the appedand value for the aspects of their craft that represent traitturalidentity

within a wider luxury urban market, while also getting to know the tastes of this market by
enteringy S aLJ O0Sad . DizhRafaRte®sof dulkuGipmduddmand

the interpretation of these theories bigntwistle and Rocamora (2006)the fashion
contextand by Hart (2012) in the education context, weiseful inframing the ways

weavers circulate within th&? ¥ A SrhaFkéit pacesDespite there being lapstanding
R2YAYlyd 3Syida FYyR FNDPAGSNBR 2F Ww3I22R Ul a
capital to beomeinfluences of taste within such spheres. However, not all artisans or
indeed artisardesigners have access to taktist of spaces which must continue to be
bounded in order to maintain a certain level of exclusivityerefore, hierarchies can form
within the arisandesign community itself (additioriglto hierarchies within the crafts
community as a whole, for example, between master weavers anevgdvers).

Nevertheless, seeing fellow artisalesigners reach such success inspires others to aspire

to this succss.

Furthermore, | showed that artisathesigners interacting with clients at home in the
village, and in Indian cities can be sufficient to develop social and cultural capital, status
and respect within both the local community and wider market networkeEng into
collaborations with fellow artisaesigners can boost creativity, while collaboration with
external designers further builds cultural capital through more immersive cultural
exchange, and the opportunity to broaden their market potential. icdliewing chapter

discusses how graduates utilise such capital as they develop their business or brand.
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bl ATl GAY3I GKS 0O2Y

2T AlViydzSo GA 2y S (S
odza Ay Saa

WwAIKOG Y263 62N] Aa afQ@rda@iha weavan2tbemdoS® | dza S
and | sit and do all this work. When | do this, my other work stops. How many products can

2yS YIYy YI{SK ¢KA&®AA 2yS LINRPoOofSY L KI @S¢

8.1 Introduction

This chapter investigates the trajectories of the weaver and the woveh eliber the

weaver graduates fror8K\Wr THS The previous chapter demonstrated the ways in which
weavers experiment, explore and develop an individual creative ideasityvell as begin

to socialise in new communities of fellow artisstudents, facultyyisiting designers and

the market. This chapter follows the weaver as he begins to professionalise his design
practice. It discusses the transformation in value of the handloom product as it moves
between different spaces, and tldevelopmentof the gradate weaver as he negotiates

the urban and global netwosk A thread that runs through chapters 7, 8 and 9, is the

I NA2dza WGKAY3IAQ GKIFG O2YS 0SGsSSy (GKS 6S
and embodied skills, which can be formal schoolingwolk or, as this chapter

specifically demonstrates, technology. This technology encompasses the loom as well as
other implements used to proas the yarn at different stagethe mobile phone and
communicationtools, and design technology such as both mahand computer aided

graphing. The two education institutescourage innovation idesign, business and
G§SOKYAIljdzS 6AGKAY GKS LI NI YSGSNBE 2F WiNI RA
YFEAYGFrAYAy3 GKS f106St 27F WK thosRkdif@eliveidtingt K A &

164 \/ankar, P., 206. Master weaver: Interview with RutBlifford, Mota Varnora village, KachchhAugust
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studies by Mamidipudi2016)and Gajjala, Niranjar@nd Syamasundaf2013) who argue
that weavers should be viewed as texhogical innovators, based upon embodied
knowledgeof material, technologies and techniqueBhese authorfocus less on the

aesthetics of theproduct

| therefore analyse the use and choices of technology in Kachchh and Maheshwar, and the
impact that mantaining the use of traditional technology has upon meeting the demands
of an increasing market for handloom. Keeping things handmade inevitably involves the
need for labour, and the bigger the order the more people involved. There are conflicting
views onthis situation On the one handthe need for labougeneratesemployment while

on the other it runs the risk of creating exploitative master weavers or reducing the
exclusivity of handloom clothvhich is consideretly both SKV and THS to tnere

achievdle by producing small quantities for a luxury markét. analysis ahe handloom
textile asacommodity mustconsiderthe value of each textile pradtt associated with

each regionthe Kachchhshawl and the Maheshwari saand the changen value of the
product as it ages and traverses different spaces. Learning business involves weavers
navigatingthe complexities and nuances of value. The understanding of monetary and
other forms of value including cultural, antiquity and perceived value will vamg fro

weaver to weaver. A major aim of the SKV curriculum is to increase value in the crafted
object, as perceived hyoth the artisan and the market. Thishased on the view that

Indian crafthas become devaluddly its association with toil and poverty, aontrast to
developed countries where craft has been revaloribg@carcity. While SKV aims to make
the value in Indian craft objects equal to those of the scarce commaodity crafts in the west,
made by designemakers, THS aims to generate employment |brépy meeting the

demands of luxury cloth for higand fashion designers.

8.2 Defects: sign of authenticity or sign of low quality?

A lackof attention to detail or quality carehasbecomean attribute associatedvith
weaversandother craftspeopleproducingfor cheapemarketsdemandinghighlevelsof
production,a situationin whichthe weaveris distantfrom the end-userandtherefore has
lessconcernovertheir particularchoices Botheconomicand emotionalvalueisincreased

whenthe distancebetweenthe producerandthe clientis reduced.In the penultimate
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classat SKVLCollectionDevelopment/Finishinghe curriculumdocumentadvisedaculty
that finishingis about W @ I dndiz&lueaddh (i AaRdD Jo&lis maximisng the valueof

2 Y SSFat ZAEtes2@14 p. 24). Thisinvolvesa specificfocuson the importanceof
detailsandthe consideratiorthat the final product couldbe the fabricitself rather than
madeinto a garmentor product Thecoursealsoinvolvescreatinga collectionbased
aroundthe selectedconcept(discussedn chapter 7), to givethe customera varietyin
choiceof materials,layoutand colourway. Studentsthen learnto planthe productionof
the collectionin terms of costand quantity of eachdesign,to completein time for afinal
exhibitionat a high-end gallerythat is usuallyscheduledapproximatelythree monthsafter

convocation.

At THS achieving quality is one of the main priorities of the course. While the curriculum
involves eaching finishing and how to convert stitched fabric into a finished product, a
heavy focus is placed on achieving quality through technical proficiency. Students learn to
achieve fastness in coloandaboutthe properties of different yarns. A commonly
discussed issuis defects in handloom and the importance of recognising and avoiding
defectsisregularly stressed to the students. One of the first measures of the evidence of
impact of the institute astold by former director Sharda Gautam, was thaos

graduates had developed the ability to achieve defieee fabricst®®> Mehmud Ansari, a

THS graduate from Chanderi said recognising and rectifying defects was one of the key
things he learnt at thenstitute. While he would previously try and cover upigmnore

defects, the course made him more aware and he nowsaleee to avoid theni6

W5 ST S O i ar&fted\pyodubts ayeparadoxically celebrated as idiosyncratic signs of the
presence of the hand and thus the exclusivity of progurcaddition tobeing a sign of low
guality and inconsistencyabindia, a large retail chain selling homeware and fashion
incorporating crafts from all over India, includes on its labels a statementdiaals

simultaneously as a warning sign and a promotion of the potéptiesence of defects:

165 Gautam, S., 201®irector, THS, December 204 October 2016 Interview with Ruth Clifford,
Maheshwar13 July.

166 Ansari, M., 2016Weaver andrHS graduatenterview with Ruth Clifford, Chande®0 July
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WAn irfegular weave or pript IS not a defedtandloom by def'inition means uncertainty
GKSY AU O2YS® 02 dzyATF2NX¥AUE DPQ

IMBYOU, a brand based in London selling haade textiles from India also uses the
irregularities in hanetrafted textiles as a promotional point. In conversation, the founder
pointed out to me the lines in a handloven garment she was selling, which she believed
gave the garment character and a uniquen&8g hus, for the consumer a et

distinguishes handloom cloth from machingade cloth and thus confirms its authenticity.

On the other handboth Holkar and Fratebelieve thatthe acceptance, or promotion of,
irregularities of hanemade products serve as an excuse for low quality taeg will not

| OOSLII G(KS SEOdzaS (KIG WRSTSOGaQ [NB Iy &
guality is a key part of increasing the value in handloom and avoiding its perception of
0SAYy3 WOKSFLIQ Ay STT2NI Xetihais énftnQidng af SuEHzf &
irregularities.According to Pye (1968, p. 3Mete attempts at regularity, like the

adaptations of technologynove the maker and therpduct further away from nature. He
writes, Wrtything of regularity and preciseness#2 f R (A YS & Q age2sdeiméd LINE
a marvel to the usefit signified thatjman stood apart from nature and had a power of his

26y Q

Ways to achieve regularity mandloom clusters across Indiave involved adapting

technology. The simpler the techlogy, the more laborious the work is for the weaver
whomusttakeclB (2 Sy adz2NB @FNYya R2y Qi oNBIF 1P 2k
tirelessly and carefully upick all the yarns up to the section of the breakagetieehe

broken yarn and raveavethe section (something | faced regularly during my
apprenticeshipashighlighted in chapter 5). Physical strength is also required to ensure the
pedals are pushed hard enough for the shed to open wide enough as well as perfect
coordination between liftinghe feet and passing the weft yarn through, as also described

in chapter 5. While there has been no specific deingentedto reduce the chances of

167 Fabindia, no dateTerms of Usfonline]. Available athttp://www.fabindia.com/pages/Termsf-
Use/pgid1124144.aspq{Accessd 20 November 2017]. A more detailed context of Fabindia is provided in
section 8.6.

168 vallari M. Harshwal., 2016. Designer/Entrepreneur: Personal conversation with Ruth Cliffiartfouse
Fair, LondonMarch.
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&FNY oONBIF1F3ISsT SEOSLII F2NJ LISNKIF LA GKS 11
all, only the feet(and has been widely adopted by the Khadi Village Industries

Commission), there have been many other devices adopted across Indian handloom
clusters to increase efficiency and reduce physical strain while maintaining the category of

handloom.

One examples the takeup motion attachment which has been adopted by some weavers

in Maheshwar and Chanderi, as well as other weaving clusters across India. This device
regulates the force of the beater and thus ensures regularity in the weave (see chapter 6,
secton 4). In Andhra Pradesh, a device has been designad KYD graduate and founder

of craft brand Korall 2 NB RdzOS G(KS ySSR F2NJ aAlAy3a | yF
1Se LKAf2a2LKASa Aa (2 2FFSN) RSahaygr G4SOKy
variety of new products, but to offer creative solutions to varied existing problems on a
aLISOUNMzYy 27F dza Sa ¢ kSatikhy 3017)Thé deSiee/linvisXoy tHe s@rghy (i S
to be applied during the bobbiwinding process to save time asgace rather than the
traditional streetsizingmethod.In some clusters weavers themselves have devised new
technological innovations to relieve the physical constraint of handloom weaving. One
weaver from Pochampally in Andhra Pradesh invented and gaéiR G KS W[ | EYA
al OKAY SQ U 2asuprbcess, thi lodal feBn far Wirkling the warp. The machine

Has reduced the time it takes to complete a Pochampally sari from six hours tanoke
halfCNitin, 2018) Mamidipudi who has, like Satish, wexk closely with NGO Dastkar

l YRKN} o6FaSR Ay 1 @8RSNI}O6FRXE F20dzASR 2y (KS
status as technological innovators and that craft lies at the intersection of art and

technology(2016, p. 27)

Interestingly, incomparison to SKV and THS who strongly encourage maintenance of
WOINI RAGAZ2YFHEQ GSOKy2t238 Ay LRaAAGAZ2ZYAY3TI K
WodzO1 SR GKS YeidK GKIdG KIyRft22Ya ¢gSNB adz i
thattherewasahug& I NJ S T2 NJ S GEMNRRG)R! @R (TH20d0 2 Y
YNy SGa Ay GdaNYy Sylroft SR GKS SYLX 2eYSyid 27
f S g(@litadjapa et al., 2006 Mamidipudi argues that if handloom has lasted this long it

must have had to innovat€2016) Furthermore, according to R¢2008) evidence in

colonial documentation shows that while weavers innovated in terms of exchanging and
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building knowledge, there were few changes in technology before the British and
AYRSLISYRSYy(O 3F20SNYyYSydaQ |48 sinpietectinalogh y ON
was compensated by high levels of embodied skill, and maintaining these technologies
ensured a continuity of skill transmissi@Bhattacharya, 1966; Roy, 2008#)eavers

would usually maintain the technology themselves, which continues to be theirtase

Kachchh and Maheshwar, demonstrated in chapter 5.

The decisions to adar not adopt new technology can be aligned with the paradoxical
paradigms upon which handloom revival or development has been bésadof viewing

craft as an authentic relic of a romanticised past (technology and techniques should be
1SLIW | & FTPIONIRA LR2BaA0E SO | yR 2 Terhisgtior? dzii Y 2 |
(new technologies should be introduced to weavers to improve competition with

powerloom and increase efficiency). However, it is important to note that weavers will not
simply willinglyadopt or refuse to adopt technologies basedtbe belief a local

development initiative holds. Before | discuss these decisions in more detall, | will give a
brief context to the technological differences between Kachchh and Maheshwar and

further technobgicalnuances within each region.

8.3 Technology andaale

The looms used ithe two locations of this studgmbody notions of preservation and
adaptability.Most weavers, particularly in Bhujodi use the wooden pit lod@nilt into the
ground,the pit loom isa metaphoric symbol of permanence and rootedness, although its
development may have been based on practical considerations such as space saving and
maintaining a degree of humidity required for cotton weav({hMgradarajan and Anmin

Patel, 2008, p. 24A simple but transformave adaptation to this technology was the
introduction of the fly shuttle by the British. According to R2902)the fly shuttle was

little known before 190@nd by 1940700,0000ut of 2 million loomsn use across India
were fly shuttle loomswhichincreased peeds of weaving by up to fifty percent
(McGowan, 2009)Kachchh proibly adopted the fly shuttle later than other weaving

clusters, with weavers of the older generation, Vishram Valji Vankar and Premiji Vankar
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dating its infiltration into Kachchh to the 19688 Vishram began learning weaving with

the fly shuttle in 1975, md today there is just one harthrow shuttle in use in Bhujodi,
owned by Hamir Vankar who uses it to weave narrow width fabric yardage dyeoh
hand-spun sheep wool. The progression to the fly shuttle increased speed and efficiency
and enabled the weamg of wider cloth widths, avoiding the need to stitch two narrow
cloth pieces together to make such products asdhablg khati or ludi, and facilitated

faster production of the newly developed Kachchhi shawl. There are several wooden and
metal frame l@ms across Kachchh that have been provided at subsidised rates by the
government or donated and are considered more suitable for the weaving of carpets and

bedsheets, new products adopted for urban markets.

Weaversn Maheshwaicommonly useaveights to stréch the excess warp vertically from

the top of the loom (although some use warp beams), rather than the horizontally
stretchedout warps used in Kachchh. These frame looms take up less floor space but
require higher ceilings and so are not suitable in maglitional low-ceilinged homeshat
aretypical of village homes across India. As frame loatitts beam or vertical weighted
warpscan fit more easily in an indoor space, weaving can be donergead, while many

of the pitand framelooms in Kachchh aronly partly shelteredseefigures 25 and 28nd

so oftenmuststop production during monsoon season (although in recent years there has
been scarce rain in the region). In some workshops in Maheshwar, but even more so in
government cooperativeun workshops in villages such as Chenimalai in Tamil Nadu,
looms are slotted in edg-edge, leaving little room to manoeuvre around thevhile
wooden fame looms are still widely useith Maheshwamany ofthe looms are

aluminium, or a combination of metal and wood. This makes them easier to move around
and each part has several holes in the frame, making them easily adjustable. If pit looms
resemble rootedness, these frame looms resemble either impermamesiange or

adaptation.

The sounds of the looms also give clues as to the volume of production. Walking through

the streets of the small villages of Kotay or Lodhai or the hamlets surrounding Nakhatrana

169 v/alji Vankar, V., 2016, Mastéfeaver: Interview with Ruth Clifford, Bhujodi, 12 January 2016
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¢lrfdzllt AY YIOKOKKEX & gzhitle Sasshnddack Endrih @crodsli | LI& C
the wooden pit loontan be heard from home workshops. In Bhujodi an increased volume

of these sounds resemtde¢he larger number of weavers in closer proximity. In

Maheshwar several workshops house frame looms whikln all in action, create a

louder polyphonic sound, given added texture by several bobbin winders, a warping mill or

even an electronic bobbin winder which Arj@mauharhad in his workshop. Thus, scale or

productivity can in one way, be measured in sdwand volume.

Figurelll Visual and sonic texture (when looms are in actibwas tea time at this point!) in Arjun
Kl dzKl yQa ¢ 2 NJChaad Baman€Af Y adAf Y

While some weavers have adopted the frame looms in Kachchladhef continuing to

dzaS GKS LIAG t22Y O2dzxZ R 0S 02y @vknRadesds,R002 y S
p. 263, citing Wilk)a refusal to move away from the existing order basetion passivity,

a4 &adz233SaG4SR o6& .. NAGAAK O2YYSydald2NaR 2y f
technologies, but actively choosing to adapt based on what suits the community'{ibid).
Shamiji Vishram Valg@n of Vishram, mentioned aboysuggested the latter when he

LINR dzRf @ NBOFfft SR 6SIFOSNE AY YIOKOKK O2ff S

170 o study of determinants of technology adoption on Assamese weaving clustBiartaynuly and
Goswami2015) shows that the decision to adopt technology is largely down to access to credit to pay for
the technology and access to trainin@her factors include gender, annual income and distance to the
nearest narket. Further, it is contractors (jelvorkers) who are most likely to choose to adopt technology to
ease the process and increase productivity which in tesults in increasediages.

263



suggestions to adopt the jacquard loom, as well as large orders for plain cloth. Shamji said
this decision was based on their understandufig/alue for maintaining the traditional

technology for the emerging elite markets seeking authentitity/isitors come and look
round the weaving workshops in Bhujodi and thus have the opportunity to experience
authenticity through seeing the looms iQai A 2y > 2NJ 6 KSNAGF3S0 6S|
I &adzo @SNEAZ2Y 2F | dziK2NAG@& QA
GKS WILIySasS 32 g SoNyiNgsigotietsdo adapt theizdelchnology2to | f

(Kendall, 2014p { dzOK
reduce physical exertion and help them to meet dema(i®sredes, 2017)n this instance,

it was the government that wanted to preserve the authenticity of craft production for

tourist visitors.
Conversely many attempts by NGO and government initiatives in adia® Y 2 RS Ny A & &
Y2NB STFFAOASYG R2y QG G 1S

ollAaSR 2V
oFraSR 3Jf20lfAaAYyT KA SANveSIOK vatbel than endpowering | RJ |

f22Y 2N YF1S A
context and practicalities in mind. Gajjala et(@013)view these technological
AYUSNBSylA2ya 0KS Wi 2 J-madkdt, riskk | {
0 K S Y Q ®2003médeda dimilar observation in her fieldwork in handloom centres in
Y2NIKSNY YSNIEFZX gKSNB dzZLJANF RFGAZ2Y 2F S|
standards of social accountability, but not practical in the local context.
In other handloom clusters of India, the pit loom has continued to be in use predominantly
for its practicality. Unlike thghatsand workshops of Rehwa and WomenWeave, the
gdeives Gty @Y NE Q

village bordering Maheshwar thatcamk 4 G a YI Ay f &
any tourists. Almost all the houses have low ceilings and would not fit a frame loom inside.
Thus, even though demands might be high, efficiency in production is achieved through
the maintenance of collaborative production and shared tasks amongdath#dy. On the
e 2 dzy 3

200laArz2ya L
at the loom weaving a detailed patterned sari with extra waitisin the pallu, and her

S| @SNJ

aSOSNI @A aAriGSR
grandmother was helping him by lifting the wooden slats tifathhe necessary yarns to
make thebuti patterning. Thus, the pit loom both works to maintain traditional ways of
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production as well as the more laboriously patterned saris that are decreasing in

Maheshwar because of the lack of intereshongstyoung weaers.

Figurell2. KI @y Q& 3INF yRLI NByida O2f I o 2iNdonieAndBlahdrgagj2 NJ A Y
Film still:Chayan Sonane
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Figurelld. I RNJ yAAaKF Q& t22Y Ay YFAGKdzy OAt Ll

In the weaving village of Kaithun near Kota in Rajasthan, the-ttand shuttle loomis

still widelyuse® ¢ KA A& f22Y3X fA1S I FYANI £y {1l NRa A
shuttle pit loom and can be folded away when not in uBge women weaves who make

dzL) G KS Yl 22NAG& 2F Yesstr wsaSdrs@re ey magw Y I A (i K
weaving purely as an economic activityThe technology has to be simple and practical
enough that it can be accessed and put away quickly and efficiendijdw them to fit
$SIFPAYI FNRPdzyR K2dzASK2f R OK2NBad ¢KS YI
same view(2009) It is not only the relationship of the weavers and the family working
harmoniously togethethat maintairs successful business and good product, but the
relationship with the material and technologies too. In Kachchh and Maheshwar, bobbins
must be wound ready for when the weaver requires them, and the warp be prepared

ready for when the cloth being woven ismaplete. As soon as the loom is adapted to

172 5ingh, V., 2016. Founder of Kota Heritage Society: Personal Conversation with Ruth iGhiffotdjuly
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increase efficiency and speed (or indeed capacity is increased by people power, as | discus:
below), the ancillary technology too must be changed in order for them to keep up with

the weaving. To address this cleslje some families or individuals will specialise in

preparing the warp by creating a dedicated space large enough to house a warping frame
or mill to count out industrial length warps. This practice occurs in Bhujodi as well as
Maheshwar. Thus, technolégQa | ISy O& Ay Tt dzSyO0Sa (GKS RAQD
life. Further, entrepreneurial innovation exists simultaneowstyngsidetechnological

innovation.

AsLemonnier(1992,p. 82, referencing Lei-D 2 dzNK | y 0 X Ke LR GKS&aA aSR:
Sg2t dSax GKS adz00S&daa 2F 02NNRgAy3d RBWwISYRA
weavers in Kachchh and Maheshwar make decisions on using technologies, whether it is
loom technology, design technologiesdigital communicton technologies, depending

on what is most appropriate to achieve a particular look and quality and build tngon

W2 gy 3 N (Fisker dniNdotcéllb, QA & p.. Hnovation thus, applies not only to
experimenting with colour, layd and pattern, but the selection of tools and materials

that will achieve the desired aesthetic and function of the final handloom cloth.

8.4 Technologies for design: the graph

As well as loom technologgome design processes such as manual and compided
graphingOl'y 06S O2yaAARSNBR Fa AyadNdHzySyda asSLik
material. These processes are particularly useful for larger quantities as they reduce risk
(Pye, 1968and ensure regularity in design across the batch, destor saris for example,
wovenon a single warp. In the Banaras weaving industry theresaveral layers tthis

reduction of risk, firsththroughdrawing out designs on a graph by hand or computer,

which are transferred to punch cards, predetermining the outcome of quality and design.
Prior to jacquard technology the labountensivejala (drawloom) technique increased the
amount of risk because vas operated purely by both a weaver and a draw boy who

would manually lift the individual warp yarns. The workmanship of risk, according to Pye
(1968, p. 8)is a trait specific to craftsmanship@X S Wljdzr ft Ade& 2F GKS N
predetermined, but depends on the judgement, dexterity and care which the maker
SESNDA&ASE d KS $2N] aQd -heavy BiRqiesdchasKS S ¢
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extraweft (albeit significantly lesiboriousthanjala), layouts are planned out and drawn

in graph format.

For several yearstudent weavers at KRV would plan a collection by sketching small scale
layouts in coloured pencils. However, facuttgmber Lokesh Ghai found that the students

had difficulty translating these directly onto the loom, so he introduced the method of
creating layouts in actual size. Block printers would print directly on paper to scale, and
weavers would use graph paperdoaw out their patterned motifs to scale. If the design

was for a sari, just thpalluwas drawn and at least one metre. While some students

would initially question the exercise because of the length of time it took, including Pachan
gK2 LINEBT SNINKR) KA avwaR iAFa RANBOGE &,theyy (GKS
realise the value because when they have the actual 8ieg realise how good the motifs
FNE €221Ay3 AT GKS® O2y@OSNI AlG LINBPBLRZNIUAZY

Figurell4. Pravin showing his layout in a practice presentation, October 2016

Creating designs on graphs is a key part of the learning at THS, although in Maheshwar

173 Ghai, L., 2018. Faculty member ayalerning council membeat SKV Skype Interview with Ruth Clifford,
18 February 2018
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mostweavers, both those who had attended THS and those who had nograpés to
develop their designs. This is in part because graphing is particularly suited to the dobby

loom, but also because productionlégeand it is important to get the design exactly

right before weaving starts.

Figurell5 Master weaver Ashok Bande showing his graph designs

rhe benefit of using graphing that you can find out any errors in the pattern and

visualise how it will look. We can also see different colours we use in the warp. After
coming back from the schofTHS)now we are using graphs to check where we should

put which colour and which patterns in the shawl aiith the new designs, graphics are
dzaSF¥dzZA G2 3IAGS 'y ARSF 2F K2g A lsetinboirt f 22
braind2 6S R2y Qi ySSRWMINI LIKAO& T2N wiK2aS6d
| Ndzy Qa O2YYSyil adaA3Saida GKFd ¢gKSYy RS@St2L
becomes a separate activity to the embodied process of weaving. Graphs can work as
recipes or rules that canbatract the design process from practigdakovicky, 2010, p.

77). Additionally, graphs are used as source material for future weavers to refer to, which,
by serving as templates, can linreativity and exclusivity. This also leads to a risk of
O2YLISGAG2NAR O2LRAY3I FTNRY GKSYDP ¢KS O2yRA
115suggest they havbeen referred to several times.n@isa photocopy and the others

are tattered and wethand SR® Ly VYI NRa addzRe 2F 1y26f SR
Sambalpuri weaver&012) weavers preserve their graph designs for their children to use,
thus ensuring the comuity of particular selected designs. Further, the knowledge being

passed down through paper designs rather than the woven objects themselves which are

174v/ankar, A., Weaver and THS graduate: Interview with Ruth Clifford, Rudramata village, Kéagbuokh,
2016
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less permanent, may result in a loss of learning through engagement and experimentation

with material(see section 7.2s well as the rhythmic performance of weaving.

Additionally, like advancements in technology, graphing and laymottentially leadto

labour division and hierarchie$heguidelines for faculty in the SKV curriculum strongly
adviserem YRAY 3 GKS aiddzZRSyid GKIFG ONBFGAYy3 GKS
LINE RdZOSRQ> odzi GKIFG GKS [|(Adleh 2004yp. Z2ZHAvewbrR | €
some weavelgraduates do use the graphs to communicate the designs tovgdvers.

hyS Ywzx | fdzYyA 6SIF@GSNE adzNBA =y {1l N 6. Kdz
gSEFPSNI YR aK2ga Al (2 GKSY (2°Thelwprisdoell S|
by nagshabandsn Banaras is termelikhaiz ¢ KA OK { NJ y & f 1300S & yR /ONS
because there is nad LIS OA T A O (i STH¥terFasdNgosHienS deaigh Yk and

the designer in a higher status to the artisan who physically executes the design. Thus,
Pachan, Arun, Pravin and Murji are potentially elevating their professional and social

status by incorporating drawing into their pragg but in doing so could be creating

divisions between themselves and their workers. Graph designs therefore take on a

LI NI A Odzt F NJ F 3SyOé | yR Olbgundareo2tWeen diak S WA y &
O2YYdzyAGASa | NBE ONSBI (i S(Rakoviékg, g01BTaeiuSaof graghk v S
has the potential to fix knowledge and rules, while knowledge transmitted through
RSY2YyailidNI A2y YR IOGA2Yy> Wo2RA{& YSY2NERC
changing timesthe lokavidyadiscussed in chger 5. Mamidipudi2016) whendrawing

upon conversations with Seemanthini Niranjana of Dastkar Andhra, observes that the
theory of weaving lies witim the very practice of weaving.is embodied in each individual
gSHGPSNIP ¢KAA 204aSNDI (disugsiohd dakiyglas Sfarm af A § K a
languaged LIS {1 Ay 3 FYR YIF1Ay3 WAKINAYy3I 02YY2y 7
pattern of synaptic, electr®@ K S YA OF f 02 yy SOl A®isckell, 2052ip B Sy
YR GKIFGO WGKS AYyFNIAOdzZ FGSySaa 2F GKS | NI
intelligence whileitisrathidd 'y Ay iStf A3Sy 0SS SELINB&a&aAy3d A
(ibid, p. 8).

175vankar, M., Weaver and KRV graduate: Interview with Ruth Clifford, Bhujodi, January 2016
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Thus, innovation (conversely) is at odds with the attempts of development

organisations that provide templates andtlines ands more suited to traditional

ONY T LINROAADFAVEDRDY I WNRPddzZAK RNIgAy3a FyR 3N
and other technologies that separate the wea¥em the material, work apre-

aSt NYz S&a ¢6KAOK Ly3d2fR RSaZONROGSAE Fa GKS y
LINE RAZOG A2y QX (KI (i pRdbsiwss3een d6 Sickihg/iRiuza G NRA | f A
craftsmt Yy Q& NI oLYy3I2fRI HnnanI LI HPpOLY

Qx

We¢KS STFSOG 2F (KA&A NIGA2YyIFEAaAlFGA2YY K26S
making from the context of physical engagement between workman and material,

and to place it anteadent to this engagement in the form of an intellectual

process of desigf

These observations demonstrate a tension between the use of graph technology in
enabling experimentation and creativity, while running the risk of both fossilising designs
and redicing the freedom to innovate with material and embodied knowledge. Further it
could potentially lead to the very hierarchies that design education has sought to reak
0S06SSY GKS SRdzOF SR RSaA3IYySNI I yR (KS Wg?2

8.5 Technology for design, learningnarketing and communication: the
mobile phone

The opposing dualism that associates digital technology with modernisation and
progression on the one hand, and handloom technology with traditionalism or

Wol O1 61 NRYSaaQ 2y (KS AjakasSaNESydmaundg03)tadza S R
Affdza0NF GS GKS LI NFYR2EAOIE OASsE 2F KI yRf
authors point out that while the IT sector in India only employs thirty percent of the
population, it receives wide global attention and is used as an examplentonigrate

L Y RA I-rin&ing Edoroinic development. On the other hand, handloom is the second
largest employment provider after agriculture, yet is much less celebrated for its
advancement and relevance in a contemporary economy. It is also importantéo no

though that the advancement of digital technology in India has had a dramatic effect on
the handloom industry, in several ways. The first is its impact on knowledge transmission
and hierarchy Al the skills involved in weaving and business would, éngast have been

passed down from the older to younger generation. However, young people are more
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well-versed than older people in digital technologies, and so hierarchies of knowledge are
reversed. Secondly, social media narrows the distance betweenrtisamand his or her

target market, enabling him to access it directly without the need of a middleman. Using
digital technology and social media, artisa@signers can conduct trend and market
NBE&SINOKE dzaS (KS LIK2ySQa r<irovrings, mairgak O LJ0
consistent and easier communication with clients in cities and abroad, aneatound

orders quickly and efficiently. Thus, the phone has the agency to break downasatial
geographical barriers.iMual spaceacilitates the aceamulationof social and cultural

capitd as weavers learabout the tastes of others, whom they in turn influence while

promotingtheir designs to the world.

Accordingo Cook(2017) in Indiathere are 350million internet users,200 million of
whom are on Facebookand 25 million on Twitter. Theestimatednumberof mobile
phoneusersin Indiain 2017was730.7million, and of those, 340million are expectedto
be smartphoneusers(Statista,2017) Landlinesvere largelybypassedn Kachchhand
other rural areasof India,whereinitiativessuchasRelianceVillagelnitiative introduced
mobile phonesin the early2000s Bythe time of my fieldwork from 2014to 2017,mobile
phoneswere consistentlypresent. Themajority of weaversparticipatingin my study,
particularlythosewho had graduatedfrom either institute owneda smartphone. THS
views the smartphoneasa vital tool in maintaininga successfuhandloombusinessand
soprovideone free of chargeto eachstudentwho enrols At the verystart of my
fieldwork | askedDayalaKudechapermanentfaculty at SKMf he couldgiveme some
numbersof weaversin Kachchtwho maybe interestedin beinginterviewedfor my
researchSomeof theseweaverswould then give me numbers of weaversin their
network asa quicksnowballsamplingmethod. | would alsocommunicatewith research
participantson the widely usedand most popularcommunicationapplication,WhatsApp
to arrangemeetingswhile | wasthere, andkeepin touchwhen| wasbackhome. | used
my phoneto recordinterviewsandsometimestake picturesandfilm duringinterviews,
visitsand observationwhile the weaversl visitedor interviewedwould take and sendme
picturesof their own work. Duringmy visitsto ShamjiVishramz | { h®usee would
rarelyhaveaconversatiorthat ¢ | & iitéiupted by one of histwo phonesringing.

Havinga phoneis essentiain maintainingcontactwith clientsaswell ashisweaversto
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track progressof orders.Thus the phoneis a centralagentin the network of weavers,

workersandthe market.

!
L

Figurell6. Ganga taking a photograph of the author and weaver Bhavna Sunere outside her house in
Malaharganj, March 2017. Photograph: Chayan Sonane

P4

WhatsApphasbeena significanttool, aWlj dZAIS@IA f(Boidéran@Fslk2016)for crafts
acrosdndia.Forgraduatesof THSand SKMt helpsmaintainnetworksafter graduaing
from the institute, enablesvirtual collectivesand sharingof ideasand challengesand
facilitatescommunicationand photographsharingwith clients GangaKanere graduate
of the pilot batchat THS saidthere were two thingsin Maheshwarthat were significant
in developingandimprovingthe industryand makingit more knownacrossindiaandthe
world: WomenWeavend socialmediaor the internet..ze THSounder SallyHolkarwent
further to say,W2 K I (i gkeepdthis countrygoingnow, becauset@free, easy[and)]

A (utd@rstanddle to anyone g K 2eQenilliterate. So,WhatsAp is w Xobe of our
YSy i 2:N&E Qd

Most weaversl interviewed,exceptfor thoseworkingunder masterweavers were

heavilyreliant on WhatsAppfor sharingimagesof their work andliaisingwith buyerson

176 Holkar, S., 2016. FoundBirector WomenWeave and THS: Interview with Ruth Cliffgi@heshwar July
2016

177 shroftPatel, H., 2016. Founder, Amba and Advisory Board member, WomenWeave: Skype Interview with
Ruth Clifford, 12 November 2016
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designrequirements Weaverssendimagesof the productii K S @én&kMdn progressto

the clientwho canthen reply with anychangego be made.Clientscanalsosend

drawings plansor photographsto helpthe weaverunderstandwhat they want. Hema
Patel,a desgnerin Mumbaiwho collaborateswith WasimAnsari,one of the membersof
FabCreationn Maheshwar saysWhatsAppW & ldig, big saviour(and)an amazing

@ S K A0t aboRsblemaand Wasimto maintainregularcommunicationensurethey
understandeachother andthat the orderis runningsmoothly.ThissuggestdVhatsApp
hasthe agencyto maintaintrust betweenproducerandclient, whichis a keycomponent

in the runningof a successfubusinesgMenning,1997,Bhagavatulat al., 2010b) Wasim
alsonoted the benefitsof FacebooKor the wider promotion of his products,telling
Livemintmagazinghat oncehe puts a photographup on Facebook oWhatsApp he will
receive orders for at least fifteen to twenty saffRarakala, 2016)t is for this reason that
few graduate artisans have developed their own@nmerce sites, as well as for other
reasons including; the lack of infrastructure in fureeas to enable timely delivery of
orders;the challenges wih working to unforeseen demandnd the skills and time to
administer the website. As Nilesh Priyadeshi, former marketing manager for Kala Raksha,
whonowworkd: & CI 6 A Y RA I yea@mmBraexompanigsshave & WaRRohsk, S
inventory, tie up with the courier agency. For the artisaiis very difficult to handle the

gl NBK2dzaS:Z (KS 2NRSNRARZ O2YwdzyAOIF A2y | YR

Like the networks in East Godhawvdiscussed bivamidipudi, the mobile phone has ruled
2dzi GKS ySSR T2NJ YARREfSYSy> ONBIGISR | WyS§
RANBOGte (G2 LINPRIZOSNBQ | yR SELJN dnidtBeR G KSA N
network of employee weaver@lamidipudi, 2016, p. 180T.he phone enabled the gaps
between suppliers and clients to be reduced again, since economic relationships had

broken down with industrialisation and commercialisation.

178 shroffPatel, H., 2016. Founder, Amba and Advisory Board member, WomenWeave: Skype Interview with
Ruth Clifford, 12 November 2016

179 priyadeshi, N., 2016. Regional Marketing Coordinator (Gujarat), Fab India: Interview with Ruth Clifford,
Ahmedabad, Augus016.
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Figurell7shows THS gduate weaver Manish Pawar carefully positioning his phone on

the cloth he is weaving while on the loom. He winds the warp beam to allow for more
spaceandrdJ2 AA A2y a KAa LK2YyS FyR aKdzidt Saod | !
seat butpositionsthe phone back behind thpanakon the weaving, alongside his

shuttles. These gestures suggest the importance of being able to see the phone just as
much as seeing his weavingrk andhaving the other two shuttles ready. The image

displays a juxtapositioaf modern and traditional technology, suggesting the embracing of
WY2RSNY Q (dssodayadfodsidessSrieractions KAt S YAy ldlAyAy3
technologiedor the actual weaving process itsdify continuing use of the handloom, the
weaverY Ayl Aya KA&a ARSyGAGeE Fa WINIRAGAZYI

via new digital technology to markets seeking authenticity.

Figurell7. Manish Pavar at his loom with his phone, THS workshop, Maheshwar MarchF261.8till
Chayan Sonane

8.6 Labour and sale

| alluded above to the importance of, and reliance on people power, in choosing not to
increase technological efficiency. In thisise, the larger the number of clients, or size of
clients and orders, the larger the labour force must be. Historically, the rigid caste system
in India has dictated that weavers weave, while business matters are left for higher
ranking castes such as tBanias. What happens then when weavers start to take hold of
business matters too? In her analysis of the transformation of an agrarian class into a

business class in rural Andhra Pradesh, Upadhya¥agk& | (G 1 A Y R ZorieatdtionO dzt
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take placewhet &2 OA I f 3IANRdzL) GNI yaF2N¥a AdGasStT A
(Upadhya, 1997)in Kachchland Maheshwar, the difference is that not all weavers are
becoming entrepreneurs, rather there are currently enoughyadravers tosustainthe
YFAGSN) 6SI OSNBRQ odzaAySaasSaod L gAftf FGdSYL
taking place, by daussing the challenges faced by weagesduates of SKV and THS and

the individual choices they make when entering the market and selecting clients, which

vary from weaver to weaver.

Theincreasedcommaoditisationof the Kachchhshawlcanbe attributed to the expansion
of urbanmarketsfrom the 1970s but the mostnotableinfluencewasthe liberalisationof
L ¥ R écbnOrdyin the 1990s.Fromindependenceo the 1990s a licenseraj wasin place,
restrictingfree globalflow of commoditiesaspart of the sccialistd 2 @ S N a0&efity Q &
plansto ensureavailabilityof capitalfor investment(Note,2006) Thisperiodfacilitated
importation of cheapermaterialstoo, whichin Kachchhwasacrylic.lt wasacrylicshawls
that markeda turning pointin Poonamt | Y 1 budiid@ssHewasawardeda placeat an
exhibitionin Guwahati Assanby the governmentin the early 1990s to whichhe took
mainlyacrylicshawls becauseat that time acrylicwasexperiencinga boom.Poonamsold
hisfull collectionof shawlsafter the first two days.He saidcustomersappreciatedacrylic
becauseof its lower cost. Wool shawlscostINR.250-300, whereasacrylicshawlscostINR.
140.Labourchargeswere lower and productiontwice asfastaswool and cotton, because
acrylicis easierto weave,strongerand more resistantto breakaget® Acrylic,in this sense,
hasparticularlystrongagency(Latour,2005,p. 71)in determiningthe courseof the
Kachchhshawlindustry,the valueof the handloomcloth andthe (de)-skillingof the

weaver.

Herzfeldin his studyof Greekartisans arguesthat W R S & {islahifihdrefba&t of
positioningartisanaltextilesin wider globalmarketsin aprocesshe callsthe W3t 2 60 I

hierarchyof @I £ dzS QY

180vankar,P.,2016.Masterweaverand SK\yraduate:Interviewwith RuthClifford,Mota VarnoraVillage,
Kachchhb August
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W ¢ defandfor quantity erodesthe skillthat is necessaryor quality and cheapenghe
personalquality that is only recognisablen the skill of the craft or serviceprovided.Within
aneconomicsystemthat increasinglydemeanst, however,that skillis often the only form
of cultural capitalthat artisanscantransforminto economicvalue.Theeffectsof this kind
of routinisation not unlikethe deskillingapparentin industriaisedlabour,canbe
devastating(Herzfeld,2004 p. 57).Q

ForKachchhweaversit is not only their skillthat constitutespart of their cultural capital
however,but their designgoo. Nevertheless| S NJ HE&eriptions evidentin the
increasingpopularity of Indiancraftsthat hascoincidedwith higherincome and shopping
habitsamongstmiddle-classconsumersaswell asthe expansiorof brandssuchas
FabindiaTheretail chainhasmarketeditself on celebratingthe O 2 dzy diveBse &
traditional craftsandhasdramaticallyincreasedn scaleoverthe lasttwo decadesin
correlationwith the increasingniddle-classconsumerbasethat it targets Thebrand
started out smallscale specificallytargetedexportmarkets,and developediong-standing
relationshipswith overseasuyerssuchasTerrenceConranat Habitat who understood
the criteriaand qualitiesof handloom- that it suited smallproduction.Therefore,small
productionfor a high-end marketwassustainedor severaldecadesFounderdirector
JohnBisselhadno wishto increasescale but severaleventsincludinglKEAbuyingout
Habitat,andthen the liberalisationof L Y R dcbnOriyin the 1990s Jed to the recognition
of aviabledomesticmarketfor their products(Singh2010) It wasJohn. A & &dB,f Qa
Williamwho sawthe opportunity in the domesticmarketand expandedhe companyinto
a nationwidechainof stores,today numbering253across93 citiesand eleven

internationalstorestst

Today if the weaversin Maheshwaror KachchHandmostlikely from other craft regions
too) getordersfrom Fabindiajt isa markof successFabindias Maheshwarweaver

collective,C I 6 / N bestdliehtyFatindisbuyersare alsosensitiveto the localcontext
suchasclimate,festivalandweddingcelebrationsand g 2 yré}dctordersthat are behind

the deadline,but in turn they expecthigh quality 182 Workingwith 80,000artisans,orders

181 Fabindia, no dateStore Locatofonline]. Available athttps://www.fabindia.com/pages/store
locator/pgid-1124272.aspkAccessed 23 June 2018].

182 priyadeshi, N., 2016. Regional Marketing Coordinator (Gujarat), Fab India: IntervieRuttitBlifford,
Ahmedabad, August 2016.
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needto be plannedwell in advance pusuallythe yearbeforethe collectionis dueto be
releasedand plenty of backup time is allocated!®? JunaidKhatri,sonof Dr IsmailKhatriin
Ajrakhpurvillagein Kachchhyhosefamily producelargeordersof block-printed fabric,
expressedis mixedviewstowardsFabindiaHe saidon the one handFabindiais aregular
andreliableclient, but on the other, places increasinghdifficult-to-meet demandsand
leadtimes.*®* The¥ | Y Awbrkfddc& hasincreasedo includeworkersfrom outsidethe
communityof Khatrismanywho R 2 yh&éa craft backgroundand havemigratedfrom
poorerregionsseekingwork in any of the numerousmushroomingndustriesin Kachchh.
In this serselsmailKhatriand family havetakena similartrajectoryto WomenWeaveby
increasingemploymentopportunitiesfor vulnerablecommunities. However this hasnot
occurredin Kachchhweaving becauseaccordingo Shamjiandother skilledtraditional
wea\ers, it takesmuchlongerto teachweavingto the levelrequiredfor goodquality,
efficient production.l engagewith issueso do with craft, skilland castein further detailin

chapter9.

Whendecidingon whetherto acceptordersor not, the weavermust weighup the
economicandcreativebenefitsandthe productioncapacityhe hasavailable Weavers
freshfrom graduationandnewto the marketeagerlytake on orders,andsomearetoo
polite to refuseorderswhich canleadto difficulty with meetingdemands.More
experiencedveavershowever,havedevelopedbestworking practicesfor managing
orders.Jentilalexplainedthat if a clientapproachesim with alargeorder, before
confirmingit, he visitshis karigarsand checkghat they are free to work on the order. He
then calculateshow muchtime the order will take basedon the numberof available
karigarsandreportsthis leadtime to the client®> Another Bhujodiweaverand KRV
graduate Purushottamexpressedhat he often getsrequegs for W p pigces, 1000

LA SOSaqQy

183 |pjg.

184 personal conversatiowith Junaid Khatri, Kachchh, January 2@dwvardg2016)discusses this issue in
more detail

185 premji Bokhani, 2016., Weaver, KRV graduate: Interview with Ruth Clifford, Bhujodi, January
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Butl say,cometo my house,seehow we are working | alsosendmy videoto this person
to givethem anideaof how muchwork goesinto thesepieces(®t

Purushottaminsiststhat only smallscaleis suitedto handloom.DhanijiHirjibhaiVankar
(KRWwraduate,Sarlivillage)alsohadto turn down ordersfrom other clientssohe could
producethe 600shawlsand600stolesthat Fablindiahad ordered?®” DayalaKudechéhas
consciouslynadea nichefor himselfasthe artisandesignerthat Frateraspiresfor SKV
graduateso become(seechapter7). Hemeets{ Y #aimaof maintaininghistraditional
weaverstatusandthe W| { df Ka€hchhiveaving while maintainingsmallquantitiesof
high-quality,innovativework. Dayalahasattendedthe SantaFemarketfour timesin five
years,andit isnow hislargestincomeprovider.BeforeKRVDayalaWwasearning
approximatelyiNR15,000per month with two loomsandnow he earnsINR40-50,000and
manageden looms.In a blog post, FraterquotesDayalalsayinghe R 2 S ®gfi€¥éin scale
in craft, that W ks ihen not O NJ(Fraiie2016).However,when askedif he would increase
productionshouldhe getmore demand he responded¥ & X ¢ Jil@ ity weaversBut
quality andfinishingaremostA Y LJ2 N# | v i Q ®

While some weavers in Kachchh could easily find weavers to work for them, others say
finding weavers that commit to regular work is difficult. Not long after graduatngvin

Devji Siju (SKV graduate, Bhujodi) expressed concern over whether he would find weavers
02 62N] F2NJ KAA FrYAfeQa odzaAySaa aKz2dzZ R
designers. Conversely, a widely held view amongst professional designersiersiti

and other key figures in craft development is that there will always be need for
$hiddlemerQThe graduates of SKV and THS are essentially becoming middlemen, in some
instances replacing urban designers, but in othessuaing the role of additical

middlemenin a chain of severaDnefaculty member of SKV expressed anxiety when he

saw some graduates outsourcing their work, that the institute was producing

186 gjju, P., 2018Neaver, KRV + SKV graduate: Interview with Ruth Clifford, Bhigodiary

187 Hirjibhai Vankar., 2016. Weaver and KRV graduate: Interview with Ruth Clifford, Sarli village, Kachchh,
January

188 Kudecha, D., 2016. Weaveesigner andSKV faculty: Interviewith Ruth Clifford, Bhujodi, January
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WY 2 v 3% @heds @cludingurban craft entrepreneurs Subhabrata Saéftand

Dastkar cefounder Tyabijibelieve not every craftsperson or indeed designer, can be an
entrepreneur.

Y R2y Qi GKAY]l AdQa ySOSaalNB F2N G§KS ONJI T

even Fabindia to sell their products. Let someoneelsedo F2 NJ G KSY o6dzi Y
ASGAOGAY3 P FIF AN LINKROS®Q

Holkaragreedthat there will alwaysbe both middlemenandW 2-2 6 | JiSbkEs8Y 6 S Q NS
takingaboutrural Indiawherethere areten kidsina¥ | Y But t@atensuringfair prices
andethicaltreatmentof workerscanbe done by enablingthe weaversto havea better

ideaof the clientandtheir appreciationfor cloth. Shefurther added,W i KiSaNdtherway

of lookingat it ¢ theseboyswill be ableto createemploymentin their town, whereasthe

big masterweaversare movingawayfrom thisy 2 4°0Q @

8.7 The Warp and weft of family bsiness

Within the traditional production and exchange system in Kachabhyell as in
productiontoday, business is organised along patrilineal lines, the clan strub&ing

conducive to dynastic organisation of any type of business. The larger the demand a
weaving family receives, the wider they distribute the order within the community,
managingabour horizontaly rather than vertically. For example, Jentilal and his two

brothers all take part in the weaving, but while his older brother who left school early
concentratesgpurely on weaving, Jenti, having studied at school for longer and attended
KRV, specialises in design sampling and business matters. It is only when Jenti receives an
order that is too big for the family to manage in the requested timescale,hbatsks

other weavers tdelp (as mentioned above). Cousins Mukesh and Dilip in\Blatie, are

the sons of two of five brothers all who work in separate weaving businesses, but if one

189 Allen, S, 2016. lllustrator and SKV Faculty member: Skype Interview with Ruth Clifford, 28 January

190 5adhu, S., Designer and Founder, Sadhu: Personal conversation with Ruth QH#@H, Fair, London,
October 208.

191 Tyabji, L., 2016. Geounder of Dastkar: Interview with Ruth Clifford, Delfd June

192 Holkar, S., 2016-ounderDirector WomenWeave and THS: Interview with Ruth Clifford, Maheshwar,
July
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gets a large order or is attending an exhibition, they collaborate to complete the order, or
provide work for the exhibition. Ramji in Sumrasar villaggadidly described the

obligation ofhelpingothers with orders:

WaA2YSUAYSEA 6KSYy 6S | NB ¢2NJ Ay 3 saysmd i B & Sk
O2YS KSNEB> (GKSNB A& F tAGGES oAl 2F 62NJ ¢
al @ %200

Ati KS 3INI RdzF 1SaQ FAYyLE O2ttSOGA2y SEKASOA (A
had brought along work done by other members of their family. This frustrated Frater who
O2dzZ R LIAO]l 2dzi adzOK RSaA3dya | a &b KFIR Y
theme.Howevero NA Yy IAy 3 | f2y3 20KSNDa 2N A& LI
collectiveworking practices. It helps artisabslk up theirown collection, whilénelping

others by selling their work too.

Weaving in Kachchh continues to betstronghold of the Vankar Meghwal community, all

of whom are related to each other either by blood or by marriage, even if distantly or
dzyly2¢6Ay3afted ¢KSAS Wyl ({ dz\while l0osdnihgSrasome¥ F I YA
families as members of the young geation choose alternative professions or marry into

a nonweaving familyare important for maintaining successful businesses, commonly
illustrated by weavers using the metaphor of the warp and weft. Pravin Premiji Siju (SKV
graduate, 2015), designed hagb based on this concept. He used the traditicsatkhani

ziglh ' 3 Y20AF G2 NBLINBaSyid KAda OoNIYR yIYS W
In his practice presentation, Pravin said he took inspiration from his joint family business.
Pachan Siju,¥l Ay Qa Of I aavYldS | LIWINRBFOKSR KAa f 2
OFYS dzZld 6AGK (GKS atz23ry WE¢KNBS ¢KNBIFRaQ o
YR Y& ONRGKSNBQ o{Y+x LRNIF2f{A2Y HnmpL® ¢
impetusto further strengthening these tieim orderto provide a stable income for the

extended family. With a low level of school education but high level of weaving and design

skills, Pachan now specialises in weaving and designing in the family business.

193 Maheshwari, R., 2016. Weaver, KRV and SKV graduateiémterith Ruth Clifford, Sumrasar Sheikh,
Kachchh, August.
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Purushottam has taken on the business and marketing role, something he had previous
experience of during a stint working for &GO andhas more recently built upon during
the SKV Business and Management course. Dhaniji the eldest boabeseegproduction.
The women of the familwho undertake the ancillary taskse integral to the whole
weaving process, and by talking about business matters over dinner, all the family are

involved so understand upcoming orders, tasks to be completed and deadlines.

Fgure118 Pachan (far left), Purushottam (right) and their families. Photograph: Shradha Jain

While SKV encourages individual creativity and innovation, the sharing of business tasks
within the family encourages the sharing of dgs alsoOn the first day of my weaving
course, Purushottam brought along a stole that had been inspired by a traditional Rabari
dhablg drawing particularly on theachikorborder. The main ground was in grey and the
sachikorand tassels were bright neamlours. It was very similar to a design Pachan had
made for Anar Patel for the SKV Market Orientation homework just a few months
previously (see chapter 7, section 6). Purushottam suggested that the piece was his own. It
transpired that while Purushottarand Pachan each came up with their own individual
designs during the design and business courses, the name the product was sold under
depended on the market. Some clients, such as tourists passing through the village seek a
Kachchhi shawl, the authorshigb which is with the community of Kachchh weavers. But

the client that seeks high quality contemporary designs is more likely to work with one
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individual weaver, to sell something exclusive. This is when protection from copying

becomes important.

8.8 Comptition

Competition does exist within the family though. K I Y2A Q& @& 2 dzy 3SNJ 6 NP
graduated from the KRV design course in 2009, has little opportunity to work on his
individual designs, and even when he daégy have to be approved by his bretts and

often get lost amongst the wider range of designs the whole family produces. Rajesh
joined the business course in 2016 alongside Purushottam and Tdadhaniartisan.

One class included a discussion around competition, during which the stusleygested

that while designs are shared within one extended family or household, relations that
extend beyond this household are often viewed as competition. Tala said his main
competitor was hisnama(Y 2 { K S NX 3 whd hePpierfé & é Jabbar Khatri, a
successful master artisan who is wiellownin global networkslt was not clear whether

there was any competition between Rajesh and Purushottam during the course, although
Rajesh would often seem to take care with his wolt€ach of their final collections were
very distinct though, which was the case wittost ofboth design and business graduate
collections. Even where students had utilised similar collectively owned motifs, patterns or

techniques, each artisadesigner hacdapted them in his own way.

Figurel19, Pravin discussing héglhivto-inspired shawl imitating thenachikanto
22AYy dzaAy3a GKS A1Fd GSOKYAI dzSrachikant
stitch, but more literallyin his dupatta for Anar Patel

194 Fieldnotes, 12 August 2016



Figurel20. Left: Mukesh's miri Righ&t dzZNJBhiki Q a

Figurel2l w | 2 Sndirk Q &

The concept of individual intellectual property in design is rooted in capitalist and

industrial production. It could be said that the Geographical Indication (Gl), defined as

Uhiat aspect of industrial propertyhich refer to the geographical indication referring to a
country or to a place situated therein as being the country or place of origin of that
productG.o.1, no datejs also a primarily commerciahd competitive strategy,

OF LIAGE £ A aAya (20yS idKS (i 62D 1 V0t oRed lgrouds of

artisans themselves werinvolved in the decisions on the Kachchhi Gl, which centralises
their perspective on what particular elements distinguish Kachchhi weaving as being from
Y OKOKK® ¢KS SEIFYLX S& 06205 2F AYRADARdZ f
elements of Kachchheaving, demonstrate a combination of individual and collective

identity. They also demonstrate that Indian crafts need not be homogenously viewed as
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O2fft SOGAGSte 26ySRI AY RANBOUG 2LIRAaAAGAZY
bringing together aeativity, design direction and an embodied and sensory awareness of
craft skills and heritage, individual weavers take ownership of collectively shared

elements, taking them in new directions.

8.9 Trust
Both De Nevé2008)and Menning(1997)in their studies of handloom and powerloom

weaving industriedfind that close kinship ties help to maintain a steady workforce

through the trust and loyalty between the workers and their master weavers and

dedication to traditional caste occupatioayen wherthe relations of the worker to the

master weaver are distanBagavatula et g2010, p. 248, citing Larsoajgue that strong
0ASa LINBrgde®RPowedg@ydPranote Wust and interF A NI dzy RSNEA G |
Shamji Vishram Valji and Chaman Prem;i Siju are two successful ashoverl master

weavers who strive to maintain reciprocal levels of trust with their employees and be
socially responsible master weavers. Boibw social values as important for doing good
0dzaAyS&aasz 2N WHLIISEFNARAY3I (G2 R2 3F22R 0dzZAAY S
GKS& YIFIAYyGlFAy GKS (Upadhyafl908, 5. Bhaimjie®plopd adoaN S N
of 60 weavers across Kachchh, and strongly asserts his position as an ethical and even

af GNHzZA AGA O YI aldSN ¢S @S Négitima&an&prestige) dzA £ & WwWa
(Bourdieu, 1984, p. 283990, p. 119)through charitable support to his employees,

providing stipends to his employees to attend SKV, bemgdvisoof SKV, giving classes

on traditional Kachchhi weaving and seeing his role as one of preserving the industry.

WL GNJ @Sttt SR o6& 0A1 Sz -3days; toAdG, NI Nitlatzén® koX S 3 S
[ F 1 KLI G® L RARYQUG g2 NJ iligsiAbdek thal, Knaned todupggod Y S

crafts and give new ideas for the market. | think it was for this reason that | have become
well-l y 2 8% ©Q

The role Shamji has assumed which also involves efforts to revive spinning and lac dyeing
and provide embroidey work to women in various villages around Kachchlikéthat of
NGO workers and craft development activists. Like the Surat master weavers discussed by

Menning (ibid, p64), Shamji asserts that the running of his business is largely based on

195 vishram Valji Vankar, S., 2016. Masteraver: Interview with Ruth Clifford, Bhujo8iAugust
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reciproal trust between himself, his employees, suppliers and buyeithe past Shamji
monitored every pb he contracted to his workersle nowrelies on trust to maintain

these relationshipd®®h ¥ (G KS 3I2FSNYYSydaQa |6l NRa F2NJ C
specifially recognises social responsibility is the Sant Kabir award, which several master
weavers in Kachchpossessincluding Premiji Siju who was also one of the pioaex the

Bhujodi Weavers @perative (although not currently in operation, see chapteretti®n

3.2). The award is given to a handloom weaw#o is either already ipossessiomf one

of the other awards for craftspeople (the National or State Award or the National Merit

I SNIAFAOIGS0ET 2N A& SEOSLIIA 2ficanflyfodhe 8 1 A f f SR
promotion, development and preservation of the weaving tradition and welfare of the
gSIEGAY I OMVistrdaf Keitie201® t NBY2AQa azy [ KFYLly
KA & Tiboistss Bddadlks of similar approaches to working relationships as Shamiji.
Hehas recently begunommissioningvork from Tangalia weavers in Eastern Kachchh, a

craft considered endangered and in need of revival.

Focusing both on sma#icale niche markets and larger mass markets enghiesnji and
Chamarto focus both on the collectively produced object, the Kachchhi shawl which is
symbolic of community and local heritage, as well as individually designed objetts, h
end pieces symbolic of individual creativity and their status as modern globalised
entrepreneurs. Combined these foci help the weavers accumulate a combination of
cultural, social and symbolic capital and high regard in both the weaving community and
the wider transregional and transnational market network. | will now go onto discuss how
choices are made to transform symbolic artefacts into commodities, depending on

changing value.

8.10Monetary value: negotiating pice
Both Shamji and Chaman stresshdir efforts to avoid letting money obstruct their
ethical approaches and integrity. Chaman thinks that young boys today entering the

business are too concerned with money, and retold the advice his father gave him:

196 |hid
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Wl S aleéea YzySeé nafrd$a sad your ivetiSis ndaking 8ah, your duty is
making cloth for people all over the worddthis is your duty. First you should think that,
y20 2dzad 1% 2dzi Y2y Se@oQ

ShamjiecB SR / KI YI yQ& &aS8SydAYSyidaszs &lery3y

Waeé T 0K §fNbulae thibking ovilfabout] business, your product is without

heart. So,l [say to]graduate students, work with your heart, and with tradition so it will

@ave long life. If you just focus on business and more production, the craft will be lost one
RI 88Q o

Shamji- YR / KFYIFyYy K2LJS GKFG GKS O2Yo0AYylF A2y 2
SYKIFyOS GKS SY2GA2ylf |yR Odz Gdz2NI £ @I £ dzS
Gl tdzS NI GKSNJ GKFy @2ftdzyYSQ GKF{G CNJI GsBadJ o6 St
(Frater,2016)f KS 32S& 2y {2 | NHdzST WiKAAa g2dzf R Y&
fATS F2NJ Y2NB LIS2LX SQs Fa F F2N¥ 2F K2NAI
economic capital is not completely rejected, indeedan lead tcadditional capabilities

(Sen, 1999hring increased freedom tenter the market and can be converted into

cultural, social and symbolic capif@ourdiey 1984) Chaman followed his sentence

o2@S 6AGK | O2y 0N RAOGA Y Byolrficd, cuatdniers wilH W
O2YS (2 @2dz2NJ K2YS FyR LIe& | f2G 2F Y2ySec
YENLSG F2N) YI OKOKK GSEGAEf SAa GKFG &a8S1 | dzi
and fixed point in time when folk culture was sugeally untouched by the corruption

GKFG A& dzi2YlFGAOFE & | aaz2 Qdnsen 30R5, @ 410 &tingD 2 Y
Halter), which may have never existed. The increasing promotion and narrative material

on Kachchhi weaving, helped by digital platforms, almost always mentions and often in a
romanticised way, its history of nemonetary exchange and lorgjanding bonds held
betweenthe producers and their client3.hus, the authenticity of Kachchhi weaving is not

only confirmed by the inclusion of traditional elements, but also for the way it was sold

and exchanged in the past, which many of the older weavers still remember, has been
recorded ingenealogicatecords which preserve caste lineages, and which younger

generations tell the modern consumer to create a captivating story.

197 premiji Siju, C., 2016. Mastenwaver: Interview wittRuth Clifford, Bhujodi, January

198 vjishram Valji Vankar, S., 2016. Masteaver: Interview with Ruth Clifford, Bhujodi, August
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y 020K al KSaKgl NI IyR YIOKOKK:E (KS ¢20Sy |
in that it has been exchanged, whether for other products considered equal in value or for
money. An exception in Kachchh is titeediyo,a shawl woven as an offering to k&,

the mother goddessvho isworshipped by both Melgwals and Rabaris (see appendixd

Y2 LR (G2 7T@es6) thathediyok 2 f Ra WaAy3IdzZ F NAGeQTX | al C
has developed piecdsased on this design in a bright electric blue and orange, as well as in
natural undyed sheep wool which have become popular in European markets as throws,

thus transforming a ceremonial object into an economic commodity.

Thisadaptationof the bhediyq derivesout of the valuethat non-localclientsholdin
ceremonialobjects for their story andrich symbolicmeaning Applyinga monetarycost
to their productshasbeena challengefor the weaversoverthe lastfew decadesasthey
haveenteredurbanandglobalmarkets.Duringthis transition craftspeoplecanbe
vulnerableto exploitation.Embroideryartisans(mostlywomen)in Kachchtwhose
productsare probablythe mostdistinctexamplesof thosehaving® a A y 3 dzhidhiNRA G & QX
the pastwere madefor the self,the dowry or for ceremoniessuchasfestivalsor
weddings havebeenspecificallysubjectto exploitationby tradersseekingkitsch
productsfor the tourist market Lowlevelsof numeracyskillsare an additionalcauseof
vulnerabilityto exploitation(asdiscussedn chapter2, section11). However it is cooking,
ajob traditionally done by women,whichis usedin the SK\tostingclassesasan example
of planninginvestment,spending sellingand profit making.Visitingfaculty Allen Shaw
first cameup with the ideato teachcostingthrough cooking,an activity he enjoyshimself
andone he thoughtthe womenin the Market Orientationclasshe wasteaching,would
relate to. Shawdividedthe groupinto two andinstructedeachgroupto cookandsella

mealto the other.

Whey learnedabout managemenin terms of time, how do you managethe money when
you buy the ingredents?You needajeepto getto the city to getthe goods.In this whole
exercisemoneybecameanimportantissue.Thewhole point wasfor them to sellthe
food to the other group. Theother groupalsohadalimited amountof moneywith them.
So,they hadto learn pricingandprofit Y I 1 Ay 3 ® Q

19 ghaw, A., 2016. lllustrator and SKV Faculty member: Skype Interview with Ruth Clifford, 28 January
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This activity is now a regular part of most Market Orientation classes during the design
course. As SKV graduate Ramji discussed what he had learnt on the business course, he
expressed admiration for women ftineir knowledge of money management and planning

in terms of ensuring a continuous supply, and esificient consumption of food supplies

in their home?®Indeed these skills are transferrable to entrepreneurship, and a focus on
necessity has made womenessful entrepreneurs in other handloom regions such as
Assam(Bortamulyet al., 2014) However, factors such as lack of access to credit and
markets, traditional patriarchal expectagioa 2 F GKS 62YI yQa NRf S ¢
KFE@gAy3a tAG0GES AYyGSNIOlGA2Y SAGK 2dziaARSNAZ
entrepreneurial roles (I engage more closely with issues to do with gender in the

handloom industry in chapter 9, sectioi. 7

At SKV, costing is-+asited and revised when it comes to planning collections for the final
exhibition at the end of the design course. Frater strongly encourages students not to
under-value themselves and their product, and that the cultural valususthbe factored

into the valuation According to Shilpa Sharma, CEO of Jaypore.com which sells Dayalal
YdZRSOKIF Qa 62N] I 6KAf&AdG Y2NB SELISyargdsS (Kl
Aa wazdlrtte FofS G2 LA GOHKusaaf thésvinde design 1 KA 3
O2yGSyid I'yR KAa | %ADayalalds vary2ousinkss sdvvycahdithe way 2 2
he has successfully balanced good design and business skills are what has made him

successful today.

200 Maheshwari, R., 2016Veaver, KRV and SKV graduate: Interview with Ruth Clifford, Sumrasar Sheikh,
Kachchh, August.
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Figurel22 A silkcotton stole by Dayalal Kudecha. Dayalal was inspired by architectural details in the Almatti
dam in Bagalkot during a visit there for the outreach project he was involved in. The wide pangbaildhe
is an extensioof the popti design

By contrast, Sharma whoagsoon the advisory board fofHS andvasinvolved in the

early conversations and planning (although she is less involved now), placed orders with
some of the graduates of the first batch of THS. She fohaut prices to be too high in
comparison with larget OF £ S Sa Gl o6f AAKSR 6SI OSNER> aiNB:
GKS @2dzy3 6SIFOSNEI oKSOGKSNI AdQa GKS FTANERGDG
to be competitively priced as well, otherwigewill become extremely difficult for us to

LI I OS f I RBHe wehiNaR 5 &kRldindhe importance of competitive pricing as

every customer of Jaypore is going to be comparing ge@ats across varieties. At the

time of our interview, Sharma beled that not enough attention had been paid to

202 |hid
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