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The responsible Fashion event at Jaipur represented a critical point in the history 
of the Fashion Colloquium series.  The series was founded back in 2012 and 
originally only intended to offer events in the big  four fashion capitals: London, 
Paris, Milan and New York. Their aim was to employ the fashion weeks as a 
catalyst to challenge understandings regarding the value of fashion across the 
globe. The interest that these first events generated called for further events to be 
developed and over the next five years we held a second series of events in:  
Amsterdam, Shanghai, Milan (again), Sao Paulo, Ho Chin Minh, Arnhem and Rome

The driving theme of this second series was ‘emergence’ and reflected the huge 
growth and interest in fashion – both academically and in practice.  Yet, despite 
this optimistic and enthusiastic energy what also became apparent during this 
time was that fashion was associated with serious negative activities – including 
exploitation of people and natural resources.  Thus the optimism of ‘emergence’ 
was replaced by a call to take ‘responsible action’.  Accordingly, the event in Jaipur 
represented the first in this third series and its inclusion as part of the globally 
important Jaipur Literature Festival reflects a recognition of the importance of 
‘fashion’ to society.  It is not simply about the latest style but it also represents a 
significant reflector on society.  We believe that fashion can change and become a 
beacon for the future. However, we also have to recognise that fashion is also a 
business and therefore such change needs to be done in collaborative terms. So 
we started our third series in Jaipur.

The event in Jaipur was a very important event.  Not only did it provide rich 
evidence of the range and quality of ‘fashion’ studies and practice in India, but in 
addition, it raised and revealed important issues in terms of ‘heritage’, ‘organic and 
sustainable materials’, and the future of fashion locally.  In addition, the Arch 
School of Business and Design invited over 40 persons from across the four 
corners of the globe to share their experience and knowledge and provoke 
discussion.   As a result, we produced a ‘responsible fashion manifesto’ which can 
be found on the Arch website.

The subsequent ‘corona’ virus has caused considerable impact across the globe 
and perhaps some readers of this book will feel that it will impact negatively on the 
future of fashion.  Perhaps encouraging features of fashion that perpetuate its 
negative reputation, but preliminary evidence collected so far suggests the 
opposite is true. We are finding growing evidence of consumers acting with an 
ever-increasing attitude that is ‘new’ and ‘responsible’.  This provides a positive 
energy for the future.  How and where this emerges once the world returns to 
normal (and indisputably it will return to some form of normality) is where and how 
our third series will continue.  We will continue…

IAN W. KING
Coordinator of the ‘Responsible Fashion Series’
December 2020. 
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Ever since its inception two decades ago, Arch College of Design & Business has 
forged a legacy of imparting world-class design education and has been in the 
forefront of taking novel initiatives in the field. Continuing this mission, Arch College 
of Design & Business picked up the gauntlet in bringing together fashion industry 
stalwarts and renowned academicians from all over the world for its International 
Research Colloquium 'Fashion Colloquia 2020'
 
The Fashion Industry as the second largest employer in the world has an incredible 
impact on people, profits and the planet. The UN Sustainable Development Goals 
(SDGs), which resolved to eliminate poverty, ensure greater water conservation and 
improve the quality of education coupled with pressing environmental concerns of 
our times are driving the fashion industry to rethink key issues at a global scale.
 
The Colloquia formally launched the third edition of the Fashion Colloquia series, 
recognizing the importance of a 'Responsible' future and additionally celebrated the 
150th birth anniversary of “Father of the Nation” Mahatma Gandhi, and his 
contributions towards the growth of Khadi and the Indian handloom industry. This 
edition of the Fashion Colloquium in Jaipur took charge of generating potential 
alternatives through a global discourse on this theme with a special focus on our 
local contexts. Its success lay in its ambition to allow different sets of contributions 
to enmesh and be explored as a whole, within an interdisciplinary frame centered 
around investing our creative vitality in a shared, sustainable vision for the future of 
fashion.
 
The goal of this Colloquium was to attract a variety of contributions from a broad 
selection of people from academia, media and practice - and highlight their 
contributions as invaluable additions to an established international repository for 
fashion.
 
The theme 'Heritage… Stories of Change… Our Shared Future' began a conversation 
on the stories of our past that had evolved from our rich heritage and culture to shape 
our lives in the present day. The quest of the human mind to know the unknown and to 
explore uncharted worlds is a powerful impetus for the creation of our future and to 
that end, our stories play a great role. New stories need to be written and existing 
narratives re-written for a meaningful existence in a shared future that is sustainable, 
promising and equitable to all. Fashion has an undeniably profound influence on the 
planet and its people and is an important cornerstone of our culture and society.
 
Besides emphasizing the theme of 'Sustainable Clothing' for a responsible Future', 
Fashion Colloquia 2020 was also graced with enlightening contributions to the sub-
themes ‘Myth to Meaning - Narratives Towards Sustainable Futures’; ‘Disruption & 
Innovation by Academia & Industry’; ‘New Technologies & New Paradigms - Stories of 
Transformation’; ‘Change Makers - New Fashion Business Models’; and ‘Fashion 
Governance in a Local Context’.
 
The event was enriched, not only by research contributions, but also poster 
presentations, exhibits, installations, field trips, industry visits and above all, a 
meticulously curated Fashion Design competition. The complete package of the 
Fashion Colloquia was a stimulating, invigorating affair for all its attendees and 
stakeholders, giving them experiences and stories to cherish for a long time, beyond 
the duration of the Colloquia. In keeping with the theme of the Fashion Colloquia 
2020, these proceedings will help craft the actions based on shared visions and hope 
to strengthen the promise of a sustainable paradigm shift in the Design Education 
practices of tomorrow.

Mrs. ARCHANA SURANA
Founder & Director, ARCH College of Design & Business 
Chairperson, Fashion Colloquia Jaipur 
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ABSTRACT:
UK mass market retailers have been accused of contributing the 
problems of sustainability, social justice and ethical issues in textile 
and garment manufacturing, placing large volume orders at low 
prices. sustainability or protect their workers, according to a 
parliamentary committee The paper examines two case studies from 
UK retailers, one of which promotes equality and education for young 
women in India, the other helping cotton farmers reduce water and 
chemical pesticide use on their crops. The paper will analyse the 
potential long term benefits, examining how the Sustainable Cotton 
Pledge, which many brands signed up to in 2017, has helped support 
such activities and will develop by the 2025 deadline. 

#Keywords: Sustainability, Social Change, Change-Makers, 
Garment Manufacturing, Cotton Production

INTRODUCTION
UK mass market retailers have been accused of contributing the 
problems of sustainability, social justice and ethical issues in textile 
and garment manufacturing, placing large volume orders at low 
prices. Critics are vocal about the impact such large scale production 
can have on developing countries involved in the supply chain, failing 
to promote environmental sustainability or protect their workers, 
according to a parliamentary committee (The Guardian, 2019).
According to Fashion United (2017) over 20 million tonnes of cotton is 
produced in over 100 countries, primarily by smallholder farmers 
supporting the livelihoods of around 350 million people. These are the 
individuals who will benefit from the work undertaken by the retailers.
Others are working with local NGOs developing strategies to improve 
the lives of female workers in textile and garment manufacturing 
factories, supporting the education of the workers and communities. 
The potential impact of such initiatives will be analysed in order to 
identify how similar projects could have a long lasting impact for local 
communities, making recommendations as to how such initiatives 
could be expanded further.

Arch College of Design & Business, Jaipur
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Often, while I am embroidering or knitting, I wonder why the thread 
and its weaving have such great charm. How do such simple gestures 
manage to capture thoughts and become an object bearing so many 
meanings, also personal, and artistic designs?

I could not spend months without feeling the need to do some thread 
work, needlework or knitting. However, I am not an expert 
embroiderer or knitter; I do not use particularly refined techniques, 
and indeed often errors or irregularities appear in my work.

But it doesn't matter, every job, in the end, contains something that 
belongs to me deeply, or that doesn't belong to me at all; in that case, I 
undo and make another one.

Countless generations before me have devoted themselves to textile 
works, generally called “feminine works”. However, it is not the aspect 
related to gender that interests me, since too much has been said 
about it.

I believe there is something more profound than domestic work and 
women's condition behind the fascination with fabric.

We are used to classifying the eras of development of our civilisation 
through metals and their processing. Then, it was the terracotta 
artefacts, the first machines… We hardly ever speak of textile as the 
protagonist of human evolution, in spite of its presence throughout all 
ages. 

Metals are the elements that best resist the flow of millennia, as well 
as shells or clay works. Fabric, on the other hand, dissolves, leaves no 
trace, and what remains is very difficult to analyse and date.

As a matter of fact, it was one of the first processing methods 
developed by our ancestors, seemingly 34,000 years ago, and since 
then, it has never ceased to accompany every moment of human life.

1 Sardinian Loom

For some unclear reason, textile has never had a primary role in the 
hierarchy of human greatest achievements, though this has never 
effected its profound meaning.

Perhaps today, with the establishment of logics and immaterial 
realities related to the process of digitisation, the symbolic 
characteristics embodied in textile can provide new strength to 
achieve its recognition within human culture. It is no coincidence that 
today there is an ongoing debate about the new Silk Road.

Social relations, narratives, the logic of thought, up to computer 
language are still identified through the terminology of the fabric, 
from its warps and wefts, as if it were a matrix at the origin of every 
human activity.

Weak and thin threads that intertwine to make structures (fabrics) 
made strong by their ability to produce relationships.

Narrative or musical fabrics, social fabrics, urban fabrics and 
computer networks. Raw or luxurious textiles, impalpable or very 
heavy, at the centre of trade and at the edges of art.

 2 3 4                     

5

2 ManHattan grid; 3 Pied-de-poulepatterns; 4 Lace pattern; 5 Music 
sheet by John Cage 

Hence, the idea to follow the paths of the fabric beyond its technical 
characteristics. Observing its decorative and emotional aspects, 
considering it as a language that is not verbally expressed or 
described in the pages of a book, but that covers the body and the 
homes of people in every corner of the earth, contributing to share 
ideas and languages.

With the sole help of simple production technologies, textile was 
exchanged among different populations, bringing wealth to those 
who produced it and traded it.

ON THE TRAIL OF AN UNACKNOWLEDGED PROTAGONIST

NICOLETTA MOROZZI
NABA Advisory Board and Senior Lecturer
Nuova Accademia di Belle Arti, Milan, Italy
Member of the Superior Council of Cultural Heritage Ministry
nicoletta.morozzi@naba.it
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6 Istanbul, Galata Bridge, a crossing point between eastern and 
western cultures

Trading is commonly not associated with culture, since it is linked to 
the economy and, therefore, to political power, to the struggle to 
exploit conquered territories. 

As a matter of fact, trade, with its moving and stopping in the world's 
markets throughout history, has made textile a vehicle for transferring 
cultures, through graphic symbols, ornamental motifs that have 
silently intertwined or merged into the cultures of distant areas. It has 
hybridised the codes of behaviour. The process of globalisation 
actually started thousands of years ago, and textile has been a major 
vehicle of this phenomenon.
The charm of fabrics is rooted in its continuous presence in the life of 
every person, and perhaps it has taken advantage of the fact that it 
has not been at the centre of the canonical cultural or artistic scene to 
make its roots stronger and more widespread. 

From the curiosity of tracing these exchanges, stems my desire to 
follow these passages from one place to another of the earth, chasing 
the threads and their colours, weaving textile stories. A narration in 
which emotion becomes a founding element just as technology or 
science.
These are only a few suggestions, clues that should be analysed more 
in depth. Eventually, I hope they can stimulate others to further 
research, to build a woven and coloured map of the stories told by 
textiles from all over the world.

From China to Europe and Japan

This story starts from the Guizhou hills, in south-west China, crossed 
by new highways and high-speed trains, where new cities rise full of 
skyscrapers to accommodate the development of the Chinese 
economy.

However, in the vastness of its territory, green spaces, woods and 
small villages still resist, not very different from how the great 
travellers of the past, pioneers of the Silk Road like Marco Polo may 
have seen them.
These are the villages of the Miao ethnic minority, who have always 
entrusted the story of their history and religious myths to textile. The 

colourful embroideries pass on the foundations of culture, social life 
and religion, from generation to generation.

In addition to embroidery, a central element is the creation of pleated 
skirts that form the basis of women's clothing. (fig.7)

7 Miao people skirt

Already, at the turn of the 20th century, the Orientalist art movement 
had brought the tiny folds into the clothes of Paul Poiret and Mariano 
Fortuny (fig.8). The folding of ancient Greek peplum dresses is mixed 
with those of the Miao villages. This is more than a hypothesis given 
the influence of Greek culture after the arrival of Alexander the Great 
among the delights of the Mughal Empire.

8 “Delphos” dress, Mariano Fortuny, 1910

A century later, in 1994, Issey Miyake launched the Pleats Please line, 
which will become an iconic dress collection for women all around the 
world. (fig.9)

9 Issey Miyake, “Pleats Please” collection

From Middle East to North Africa and North Europe through 
Carpets and Knitwear

Kader Abdollah, a writer of Iranian origin, in his book The House of the 
Mosque (2005), narrates a story that takes place in an Islamic, 
domestic environment. 

Arch College of Design & Business, Jaipur
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The novel describes a family that leaves the Iranian sun to move into a 
house next to a mosque in Amsterdam.

Carpet weaving had been ensuring the sustenance of the family for 
generations. Women awaited the passage of migratory birds to 
capture the colours of the feathers and transfer them into the 
decoration of new carpets. (fig.10)

A heavenly route, in the wake of migrant flows, manages to hybridise 
colours and decorative motifs of Middle Eastern carpets and North-
European knitting.

 

 

10 Persian carpet and slippers

In another case, following the sea route of Abraham B. Yeoshua's 
Journey to the End of a Millennium (2000), the colours of North 
African carpets manage to penetrate the greyness of a medieval Paris 
and revive the tones of the hanging tapestries in the damp of the 
grand palaces. Lozenges, crosses, stylised animals become the 
decorative matrixes of Norwegian sweaters or Moroccan carpets, 
each symbol bearing a message that is tacitly shared.

In Bayeux a town along the northern coasts of France, in Normandy, a , 
few decades later, an embroidered cloth is entrusted with the story of 
the Norman conquest of England. Almost 70 meters of embroidery 
that celebrate the deeds of the conquerors. In this case, it is not just a 
matter of decorative symbols, but the narration of real events through 
images, as in the Japanese hand scroll of the 12th century that 
narrates the story of Prince Genji.

From Indonesia to Holland and Africa

In the mid-nineteenth century, Peter Fentener van Vissingen began 
producing, for the Vlisco brand, the printed fabrics that would later be 
called "Dutch Wax". Following the Dutch colonisation of Indonesia, he 
had developed textile printing machines that made the production of 
Indonesian batik faster and, therefore, less expensive.

Indonesians did not appreciate the quality of Dutch fabrics. Although 
they cost less, they did not achieve the quality of artisan batiks. 
Vlisco's success arrived from the opposite side of the world, from 
central-western Africa, where it ended making up 90% of Ghana's 
women's clothes. 

Also known as "Ankara prints", this fabric comes in pieces of 12 or 6 
yards and is at the centre of every Turkish woman's dowry. Pieces of 
Ankara fabric, placed in cases, drawers and wardrobes, do not only 
represent wealth but are also a precious instrument of expression. 
(fig.11)

Each design indicates a particular condition or state of mind, which 
social rules would not allow expressing in words. No one dares to 
judge a woman for the design printed on her dress; the fabric, 
therefore, becomes an instrument of freedom. The cage with two 
birds that fly away, for example, represents the possibility of feeling 
authorised to have another relationship if one's husband does the 
same; a hen with eggs stands for the mother of a family, and 
countless other designs for every type of occasion or expression of 
feelings.

11 Vlisco textiles

In recent years, patterns have included new icons; huge smartphones 
or USB sticks have taken the place of traditional motifs. At the same 
time, several Western designers have introduced the colourful fabrics 
in their collections, widening the hybridisation between ancient textile 
traditions and contemporary fashion. 

Northern seas (and Southern Deserts) 
 

Fashion Colloquia 2020, Jaipur
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The star motif that we find in almost all winter sweaters is identified 
as the primary decoration of Norwegian knitwear. And indeed, it is the 
main pattern of knitted garments. Still, in reality, it has spread over 
time along all the sea routes of northern Europe, from Scandinavia 
and Latvia to the coasts of Iceland, following the schools of codfish. 
Today, the pattern of the Norwegian star is inextricably linked to 
winter sports, Christmas parties, and gatherings around the fire.

However, it seems that its origin should be traced in much warmer 
places, among the Berber tribes who did not cross the icy seas but the 
Sahara desert, coming from a land of both great cold and great heat 
like Afghanistan.
      

12 Scandinavian knitting patterns; 

13 Latvian mittens;   14 Berber carpet

The possibility of transferring images to fabrics or knitwear also 
depends on the technical characteristics of the weaving, which in the 
oldest looms allowed the creation of drawings following diagonal 
lines. The shape of the star, therefore, also depends on its adaptation 
to this type of weaving technique.

Also linked to sea routes are the stories illustrated with natural raw 
colours woven by Irish sailors. In this case, it is not a matter of 
coloured decorations, but of relief motifs through which sailors, in the 
dead times of navigation, recounted love and being far from their 
families.

15 Irish knitwear

Colonised Colonisers: From India to England  (and Europe)

A photo of the mercenary Alexander Gardner (fig.16), engaged in the 
maintenance of England's dominion over India, remains for me one of 
the strongest symbols of the importance of fabric as a language.

In the picture, Anglo-Saxon culture and Indian culture merge without 
losing their fundamental characteristics; the tartan turban with the 
aigrette feather alone has the strength to evoke the cultural exchange 
from which the colonisers were colonised.

When the fate of colonisation began to falter, the ladies returning to 
England tried to take as many Kashmir shawls as they could. Those 
fabrics represented a treasure, and they could easily be carried in 
trunks with their wardrobes, with good chances to pass unharmed 
the borders.

16 Alexander Gardner

The rooms of the Victoria and Albert Museum and the windows of the 
most luxurious shops in London (and then of all the European 
capitals) would not be the same if the buta seeds did not pass from 
Persia to India. If through the Punjabi mango, they had not been 
transferred into the infinite variety of patterns of Kashmir shawls, until 
it entered, a century later, the psychedelic design, influenced by the 
large-scale drug use of the 1960s. (fig.17)

17 Paisley shawl

Many other examples could be made, for instance, in the 
relationships between Scottish tartans and Madras fabrics or the 
decorations of Jain architecture and the lace of Bruges. It is no 
surprise that the list could be very long. India represents the textile 
civilisation par excellence, as illustrated by the logo of the Jaipur 
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Literature Festival, which reproduces Gandhi in the act of spinning the 
thread for his dhoti. The great statesman gave the metaphor of fabric 
in its purest form a universal and direct message to achieve the 
independence of his own nation. (fig.18)

18 The Mahatma Gandhi spinning 

Jeans and the Jewish Culture

Nîmes, in France, and Genoa, in Italy, have linked their names to one of 
the greatest and most successful phenomena in the history of 
fashion. Still today, denim and jeans are used to define both the fabric 
and the garment.

At the origin, the structure of a particularly resistant European fabric, 
which finds in America, passing through England, the land of birth of 
its vast expansion. From 1873, the name of Levi Strauss becomes a 
reference that still today resonates throughout the markets 
worldwide.

An unequivocally Hebrew name, for a product destined to remain in 
time and spread in every corner of the world, extending its use from 
the specific field of workwear to that of fashion; worn by every social 
class, from the homeless to high fashion  brands.

If we look at the phenomenon of jeans outside its original American 
context from the first pioneers to rock and pop culture, a curious 
affinity with Jewish culture emerges. Like the latter, jeans spread 
throughout the world, regardless of conventional aesthetics, based 
on practical requirements and commercial distribution.

In this series of journeys through textiles, those made by jeans as a 
"wandering Jewish fabric", trace itineraries almost impossible to 
represent due to the complexity of the network they create.

As a witness to the contemporary world and its contradictions, jeans 
cannot escape an almost paradoxical aspect. With the growing 
awareness of environmental sustainability, denim is at the same time 
a negative element due to its high consumption of water and 
processing techniques, and the protagonist of most up-cycling 
proposals in the collections of both young designers and established 
brands

19 Jeans garments

The Lacerations, the Afghanistan Stitchings. The Yarn-
Bombing and the Family Dress

Due to its perishable material, textiles are inevitably subject to the 
passage of time.

Until the period of industrialisation, both making a piece of fabric and 
mending it was an extremely time-consuming activity. Moreover, it is 
always possible to recover it by using a needle and thread and give it a 
new life.

 

20 Mending works
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Today, mending becomes a form of recycling. Once more, it is 
surprising how textiles embody the symbols of human coexistence.

Needle and thread are certainly not enough to mend the fractures 
created by the power struggles between the world's nations. 
However, there are some examples in which the fabric has also been 
used as a means of struggle.

This is the case of the Afghan war rugs that were shipped together 
with other carpets, beyond the frontier, containing information on the 
type of weapons available, or the layout of strategic military bases, 
woven into traditional patterns.

21 Afghan war carpets 

In recent years, knitting has given voice to wide protests against 
social injustices and pacifist campaigns through movements such as 
the Yarn Bombing.

From the tank covered with crocheted pieces in shades of pink to the 
large red cloth with the Nike symbol promoted by Cat Mazza to 
defend working conditions or the pink caps of the Pussy Riot.

The outcome is always the assembling of the work of a large number 
of people who contribute their own little piece to define the message.

Once more, weaving threads, sewing together pieces of fabric, is the 
most direct and clear way to forcefully disseminate a cultural and 
political belief, to make it clear without explanation, that together we 
can make a better life

.  
22 Yarn Bombing, Cat Mazza

The last example of this itinerary starts from the NABA campus, our 
school, in Milan.

The Family Dress is a work started in 2009 by collecting and putting 
together knitted pieces. The assembled pieces, that have totally 
random shapes and colours, form dresses sewn together. In the 
beginning, there were nine dresses (or family characters); today, they 
are thirty-two. The family grows every time The Family Dress it is 
displayed, in the most different situations and places, from shopping 
centres to museums, from parades to international events.

After being hosted at the Milan Triennale, it went on tour to different 
Italian cities, then to the Night of Museums in Paris, as a guest of the 
Musée Les Arts Décoratifs, at the Columbus Day Parade in Chicago, in 
Tokyo and Osaka.

It can be worn by men, women, or children, and it never needs to be 
explained. It has acquired all the different personalities of all those 
who have contributed to making it.
Our tribute to the textile culture.

23 The Family dress in Tokyo

 This presentation is only a brief overview. A bibliography can be found 
in any wardrobe: everyone has clothes or sweaters in their closet or 
drawers that reflect these suggestions. Traces can also be found on 
the shelves of a bookstore among fiction, history, and travel books.
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ABSTRACT
Narratives Towards Sustainable Futures / Jumping to conclusions? 

The fashion industry is said to be responsible for the emission of 
1,715 million tons of CO2 in 2015, or about 4.3% of global carbon 
emissions of 39.9 billion U.S. tons that same year.
Which, according to analysis puts fashion, as an industry, as less 
polluting than:
Ÿ Agriculture (19%)
Ÿ Fuel and power for residential buildings (10.2%)
Ÿ Road transport (10.5%)
Ÿ Tourism (8%)
Ÿ Oil and gas production (6.4%)
Ÿ Fuel and power for commercial buildings (6.3%)
Ÿ Livestock and manure (5.4%)
Ÿ Agricultural soils (5.2%)
Ÿ Cement production (5.0%)

That makes the CLOTHING INDUSTRY (not necessarily Fashion) the 
10th most polluting industry in the world. 
Perhaps we should be looking for solutions to issues according to 
these three sector;
Clothing, Fast Fashion and Fashion – the issues in these three cases 
are very different therefore the solutions incredibly diverse. 
I suggest it's very naive to keep  referring to all clothing as “Fashion”, it 
is clearly not.  
The answer is always education, not just our students, we have this 
undertaking, but the general public to understand the variety of 
options for clothing and the costs that need to be paid for realistically. 

Examples of Fashion Business Unsustainable Practice:
Fashion goes up in smoke. 
Fast Fashion
15 tons of discarded clothing from H&M  in 2017, 
Fashion
Burberry destroyed unsold clothes, accessories and perfume worth 
£28.6m to protect its brand. It takes the total value of goods it has 
destroyed over the past five few years to more than £90m. What can 
be done to stop this abhorrent business practice? 

Looking at a positive case study, Rilievi India Pvt Ltd, Mumbai. a world 
leader in the fashion sector, Italian / Indian based embellishment 
company and how they approach the solutions building a sustainable 
elements for some of the fashion industries most prestigious brands, 
from  Social Compliance, Employment of Artisans, Gender Parity, 
Slow Fashion. 

We hope to give an in-depth understanding how Fashion can support 
and sustain creative craft communities internationally. Working with 
top lobal brands that wish to peruse “Ethically Made”, compliance, 
transparency of sustainable practice and certificated an in-depth look 
at the real face of Fashion Industry. Rilievi is a leader in this sector and 
see sustainable practice as also a growth opportunity for business. 

#Keywords: Fashion, Case-studies, Sustainability, Positive Luxury, 
Communication, Social Compliance, Gender Parity, Ethically Made. 

SUSTAINABILITY THAT IS “IN FASHION”, DOING WELL BY DOING GOOD!

ADRIEN ROBERTS 
Director of Education
Accademia Costume & Moda, Rome.  International Trustee, Graduate Fashion Foundation, London

PAOLO MERRI 
Executive Director
Rilievi India Pvt Ltd, Mumbai

Myth to Meaning - Narratives Towards Sustainable Futures / Jumping 
to conclusions? Positive Luxury Fashion 
The fashion industry is said to be responsible for the emission of 
1,715 million tons of CO2 or is it, some reports say 10% while others 
4.3% of global carbon emissions. It's all an estimation and what it 
really tells us is that we should not be looking at figures. 
According to some analysis it actually puts “fashion” as less polluting 
than:
1. Agriculture (19%)
2. Fuel and power for residential buildings (10.2%)
3. Road transport (10.5%)
4. Tourism (8%)
5. Oil and gas production (6.4%)
6. Fuel and power for commercial buildings (6.3%)
7. Livestock and manure (5.4%)
8. Agricultural soils (5.2%)
9. Cement production (5.0%)

That makes the CLOTHING INDUSTRY (not necessarily Fashion) the 
10th most polluting industry in the world. 

However, when did we start calling the “apparel” industry “The 
Fashion Industry”?
Is this overall grouping and labelling all as “fashion” really useful when 
talking about such important issues as sustainability, circular 
economy and the future of the planet?

Perhaps the lost tile of “apparel” is a big enough umbrella, although 
this word obviously doesn't cover accessories etc.  
But what's is a word? 
I would suggest quite a lot when we are looking at issues and hunting 
for solutions in such a vast and varied industry.

It's common knowledge that while all clothing are apparel and 
although the lifecycle is similar from research - concept to production 
to sales methods to garment life and after life,  the details in the 
lifecycle of garments form the different market segments are very 
different. 

Who throws away Fashion? Does your Isse Myake or Balenciaga go to 
landfill ? 

Didier Ludot was a pioneer in the 80's when he opened his second-
hand haute couture boutique in the gardens of the Palais-Royal, Paris.  
A perfect location to buy exceptional clothing and leather goods, 
dresses, coats and accessories by the great designers: Hermès, 
Chanel, Prada, Louis Vuitton, Cristobal Balenciaga, Hurbert de 
Givenchy, Madame Grès, Dior, Balmain, Schiaparelli, Gucci. The 
creations of the most emblematic fashion brands also some of the 
garments are signed by their famous owners, I remember as a 
student in the early 80's I used to visit his store and seeing an opera 
coat by Balenciaga signed by Catherine Deneuve, still the most 
emblematic luxury fashion brands are represented there.

Today, some 40 years on it's not so much a phenomena, most large 
western cities have similar, all be it not always couture but luxury 
second hand. 
As attitudes are changing towards Fashion Vintage, although this 
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does vary from culture to culture, still in Japan vintage is not so 
accepted.   

Couture upcycling, the London based designer Walid Damirji founded 
his label “By Walid” in 2011 and creates modern silhouettes for men 
and women using antique textiles, often bought at auctions, that are 
entirely sustainable. 
His philosophy around the 'luxury of zero waste' means his couture, 
one-of-a- kind, pieces also extend beyond fashion clothing into 
accessories and home design. 
Shabby Chic Deluxe, fashion upcycling at it's best.  
By Walid is stocked in some of the world's top stores, let's hope this is 
the future for our Fashion Clothes after they have been resold again 
and again and when they start falling apart reconstruct to give new 
life.  

To go to our shop is to travel back in time and discover the most 
beautiful pieces of the greatest. You will not come to us to buy simple 
clothes, because we sell dreams and history.

 “Fashion” with its traditional long lead from catwalk – showroom – 
PR & Editorial seductively increasing the desire increases the costs. 
The industry has tried to shorten the lead time, in 2016 we saw 
Christopher Bailey try Burberry into a twenty-first century vision of the 
industry from Catwalk – Checkout. But making the fabric and 
garments / accessories up front is a disastrous idea for the sell 
though and a circular economy.  
Other labels such as Prada and Diane von Furstenberg and made 
similar moves even if on a smaller scale, selling a select few items off 
the runway. 
Designer Karl Lagerfeld, at the time, said Chanel is already putting its 
pre-collections designs in stores fast. 

My personal definition of fashion: 
Garments that have “Currency” – of the moment – but strangely a 
uniqueness that gives the style longevity. 
A contemporary wardrobe is an archive, using past Fashion is a 
personal vintage store giving garments a long life.  
Research –containing new garments construction or interesting cut, 
a new fabric
Proportions and Silhouette reflecting currency
Use of tocology, from garment construction to fabrics – perhaps 
many people agree as currently Sports Wear outsells all.     
 
Perhaps we should be looking for solutions to issues according to 
these three sector;
Clothing, Fast Fashion and Fashion – the issues in these three cases 
are very different therefore the solutions incredibly diverse. 
To put it simply we are looking for solutions in the sample place when 
a T shirt can cost €5 or 500? 
I suggest it's very naïve to keep  referring to all clothing as “Fashion”, it 
is clearly not.  
The answer is always education, not just our students, we have this 
undertaking, but the general public to understand the variety of 
options for clothing and the costs that need to be paid for realistically. 

Examples of Fashion Business Unsustainable Practice:
Fashion goes up in smoke. 

Fast Fashion
15 tons of discarded clothing from H&M  in 2017. 
Fashion – 
Luxury Brands Burberry destroyed unsold clothes, accessories and 
perfume worth £28.6m to protect its brand. It takes the total value of 
goods it has destroyed over the past five few years to more than 
£90m. 
Fast Fashion & Fashion destroying goods in a similar manner but for 
different reasons. 
As we know many Luxury Fashion brands no longer have sales, no 
season discounts, unlike Fast Fashion, that make a considerable 

revenue from Sales and discounts. 

Fashion incinerates to “protect” the brand while destroying the planet, 
put simply.  
What can be done to stop this abhorrent business practice?

In June 2019 the French PM announced a crackdown after his office 
published a figure of €650 million were destroyed in France alone. 
Emmanuel Macron declared that measures would make it 
compulsory to hand in the products to be re-used or recycled and is 
part of a draft bill on the economy. It would come into law sometime 
between 2021-23. Surly this should become European law or what is 
the point of a European Union, items from one EU state could be 
destroyed in another.   

Firstly, for all areas of Sustainable Fashion / Lifestyle – perhaps 
Education is the key. 

Not only formal education, but global awareness regarding the 
issues, solutions and moreover personal retail choices. 
Retail awareness is increasing and is playing a role in consumer 
choices when buying apparel, fast fashion & Fashion.
 
The communication of “sustainability” of any product varies from 
sector to sector as it does from brand to brand, the direction and the 
“depth” of the information available varies also.  
However, the key from my perspective - Apparel – Fast Fashion – 
Fashion 
Issues and solutions are different. 

As being based in Italy, working with most “Made in Italy” we find 
increasingly written within the brief are companies are challenging 
the students with looking for sustainable solutions, education 
without the same costs as the industry and without the constraints of 
the “bottom line” can explore freely. 
Some recent and current examples of how the Luxury Fashion 
Industry is partnering with fashion education. 

2017:
Gucci & UNIC - Exploring Italian Leather Sustainability - Unione 
Nazionale Industria Conciaria – The National Industry Union of 
Tanners. 
Project for the third-year students. 
Addressing the need of the Tanning Industry started with the 
presentation at Lineapelle, October 2017. Training and knowledge of 
the concept "sustainability" through lectures, workshops and visits to 
certified tanneries sustainable by UNIC. Launch of the brief “Exploring 
Italian Leather Sustainability" by Massimo Ricucci, GUCCI EVP and 
Chief Leather Goods & Shoe Operation Office and Nico Spinelli, GUCCI 
Leather Goods Research and Development Manager. Development 
of experimentation and creativity, selection of projects and realization 
of prototypes with presentation and stand at Lineapelle October 2018 
Milan.

2019:
Ferragamo – waist leather Italian Institute Project
“Young Talents for Sustainable Thinking” Project. This project was a 
global initiative involving Museo Salvatore Ferragamo, Fondazione 
Ferragamo, the Sustainability Team, the Creative Departments, 
Communications and all Company's employees to show that 
sustainability is, above all, a current way of seeing and imagining the 
future. 
Students designed and made products selecting a shoe, a bag and an 
article of women's clothing, following the criteria of the brief by Paul 
Andrew - Salvatore Ferragamo Women's line Creative Director. 
Students used scrap materials that would otherwise be destroyed, 
which Salvatore Ferragamo donated to a few Italian school. The final 
results as part of the exhibition.
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Currently 2020 
A major French Lux Brand  UPCYCLING REUSE RECYCLING Federico 
Brugnoli (CEO Spin 360) – accessories – disassemble /  reassemble 
– Masters Accessories Design. Working with unsold bags from some 
of Frances top luxury fashion houses, students train to deconstruct 
and reuse all materials salvaged.  

FENDI launches “Fendi Life” project 
The LIFE LVMH (Initiatives For the Environment) program was 
created back in 2012 to elevate the environmental performance of 
LVMH and its Maisons. This was reiterated again 8 years later during 
the project launch by Fendi just a few weeks ago to the new cohort 
Masters Accessories Design. 

So “Fendi Life” initiative for the environment – is the students project 
the interesting statement during the briefing was “the biggest 
challenge between the luxury brands is who can be the most 
sustainable”. 
The idea that this is the “Challenge” can be taken in a variety of ways; 
is it who communicates their sustainable initiative best or who is 
actually moving in a healthy direction? 
If we don't communicate our sustainable activities we are not green? 

LVMH took its environmental commitments to a new level in 2016 
with the launch of LIFE 2020, which sets four concrete objectives 
shared by all Maisons:

· Product objective: To mitigate the environmental footprint of 
product creation, by 2020 the Group aims to improve the 
environmental performance of all its products, covering the 
entire lifecycle.

· Supply Chain objective: More closely monitor the traceability 
and conformity of the raw materials used to create our 
exceptional products while at the same time preserving natural 
resources and applying the highest standards across 70% of 
procurement chains.

· CO2 objective: Reduce CO2 emissions by 25% by 2020, 
pursuing initiatives introduced to fight climate change. The 
LVMH Group pioneered a trend among businesses in 2002 by 
introducing carbon reporting at its Maisons. In 2015 LVMH 
again proved a trailblazer by creating an in-house Carbon Fund, 
announced during the COP21 conference.

· Site objective: All sites will target an improvement of at least 
10% in environmental performance indicators including water 
and energy consumption and waste production. The Maisons 
are also committed to improving their energy efficiency by 15%.

Reading these statements actually in 2020 they seem very 
unambitious, and rather invisible. Do we today associate high Fashion 
luxury brands with a sustainable future? 

Looking at a positive case study, a world Rilievi India Pvt Ltd, Mumbai. 
leader in the fashion sector, Italian / Indian based embellishment 
company and how they approach the solutions building a sustainable 
elements for some of the fashion industries most prestigious brands, 
from  Social Compliance, Employment of Artisans, Gender Parity, 
Slow Fashion. 

We hope to give an in-depth understanding/ example of how Fashion 
can support and sustain creative craft communities internationally. 
Working with top lobal brands that wish to peruse “Ethically Made”, 
compliance, transparency of sustainable practice and certificated an 
in-depth look at the real face of Fashion Industry. Rilievi is a leader in 
this sector and see sustainable practice as also a growth opportunity 
for business. 
 

RILIEVI 

Doing well by doing good
Sustainabuility and 

Social Responsibility 

A Bit About Rilievi 
The Rilievi Group was founded in 1991 in Bologna, Italy. 
By eight entrepreneurial embroiderers who were inspired by the craft 
they had learned from Ms. Giovanna Bratatozzi,  a member of one of 
the most important beading families in Italy.

The company specializes in uniquely handmade embroidery for 
Haute Couture brands, beginning 28 years ago, with the iconic 
Maisons of Gianfranco Ferré, Gianni Versace   and Giorgio Armani. 
Today, the company works with makers of excellence. 

“Made in Rilievi” is a guarantee that our clients will get a unique and 
customized service tailored to their needs. Our mission is to partner 
with our clients to realize their creative vision in ways never before 
seen in the market. We work directly with the designers, creative 
directors and design teams behind some of the world's most 
recognized luxury brands. Rilievi has created a state-of-the art 
approach to the hand-stitched embroidery

We Provide a modern approach to the centuries-old artisan process 
of embroidery and beading. Our design team has broken new barriers 
in creativity married with the latest manufacturing technologies. The 
company has combined design manufacturing with sustainable 
business practices which meet the highest level of safety 
certifications across the globe

Today Rilievi is a multinational embroidery company, a GLOBAL 
ARTISAN. Our design department, workshop and HQ in Bologna and 
in Mumbai ensures amazing collaborative creativity and prompt 
achievement of clients' needs. We have the ability to realize 100% 
'Made In Italy' productions as well 'Made in India' in our factory in 
Mumbai. Sales and support offices in the world's fashion capitals, 
allow important direct relationships with clients to realize their 
creative vision.
  
Our business philosophy has always been based on Ethics and 
Sustainable Practices long before the introduction of certification and 
regulation in our industry. Being a conscious entrepreneur is an 
attitude stronger than any legal commitment.
Sharing these values means belonging to something bigger, having a 
wider reaching sensibility. Finally, to leave a positive impact for those 
coming after us.

OUR STRATEGIC MILESTONES under sustainability 

2014 REACH
Use of Non-Hazardous material by compliance standards
2014 AZO-FREE
For dying process
2016 PLATING PROCESS UPGRADE
Metal elements process upgrade to REACH compliance and 
performance
2018 LOOKING FOR NEW ECO-MATERIALS
Fabrics & Embroidery Material Organic and/or Regenerated  
Global Recycle Standard (GRS) % of recycled polyester.

2017 SOCIAL COMPLIANCE
Social Accountability SA8000: 2014 (Certificate SA-1458)
Positive Luxury Platform
2019 GET IT FAIR Scheme (Certificate GIF-01-19/06)
2019 ISO 14001:2015 (Certificate EMS-7914/S)
Environmental Management System compliance
2020 GRI 
Global Reporting Initiative platform (planned)

Positive Fashion Luxury
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Positive Luxury is a platform for positive living, to connect consumer 
to a community of luxury lifestyle brands that share same values. 
Positive Luxury's mission is to inspire people to buy better and 
influence brands to do better. The Butterfly Mark is to award luxury 
brands that are committed to sustainability. RILIEVI is part of Positive 
Luxury's prestigious community of brands that care by its 
commitment to social, environmental and philanthropic causes. 
RILIEVI in the only manufacturer of Hand Embroidery part of the 
Positive Luxury platform.

GET IT FAIR is the first Responsible Labelling scheme.
It is designed to transform reliable and verified information regarding 
the social responsibility risks along the supply chains of buyers and 
brands into a communication tool for disclosing information to 
consumers, investors and stakeholders.
The Framework provides an holistic view of the social responsibility 
management system implemented by an organisation and its ability 
to minimize risks.

RILIEVI INDIA GOT FIRST CERTIFICATE: GIF 01-19/06

ISO 14001:2015 helps an organization achieve the intended 
outcomes of its Environmental Management System, (E.M.S.), which 
provide value for the environment, the organization itself and 
interested parties.

RILIEVI choose ISO 14001:2015 to manage its environmental 
responsibilities in a systematic manner that contributes to the 
environmental pillar of sustainability.
RILIEVI GROUP CERTIFICATE: EMS-7914/S

RILIEVI INDIA PVT LTD wants to conduct business with the highest 
degree of ethics and integrity and in accordance with the letter and 
spirit of all applicable laws, rules and regulations.  
The Company is an ethical and law-abiding organization. 
All RILIEVI INDIA PVT LTD Supplier and Sub – Contractors are abiding 
by the organizational Ethical Code of Conduct Memorandum of 
Understanding with the 9 principle of Social Accountability 
awareness and guidance.

RILIEVI INDIA decide to voluntary apply the Indian CSR Policy Rules 
“Company Act 2013”.
Planning and implementing various CSR activities towards the set 
objectives of the organization and facilitating the CSR program is the 
major responsibility of Rilievi India.
The entire range of CSR activities of Rilievi India is focused on the 
following social issues: 
q Women Empowerment
q Child cancer care (Health)

Since 2014 we are supporting I WAS A SARI 
A social enterprise in the area of 
WOMEN EMPOWERMENT.  
The objective is to empower disadvantage India women by providing 
them recurring income opportunity.
q 60 disadvantage women in Mumbai with 250 indirect 

beneficiaries.
q Purchase and maintenance sewing machines
q Technical Support and Training

Rilievi India is supporting Cuddles Foundation in the nutritional 
program for under privileged children fighting cancer, providing 
nutrition supports to such children which helped them to improve 
their health. 

An important commitment for us is to create strong partnerships with 
the best Italian Fashion Schools.Building opportunities for the young 
talents is the best investment

for the Fashion System and it is core part of Rilievi DNA.

It is about giving back, sharing experiences, providing opportunity of 
internship, supporting
in their activities and fashion show.

It is important to talk to the young generations about Sustainability, 
our point of view
and what can be done.

Doing well by doing good
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ABCTRACT
This is a true story happening today, a story of women who 

rediscovered they have superpowers: they can measure without 

tape, cut without scissors and write without ink. They can carry the 

sun and moon on their shoulders, grow roots and fly. They inherited 

these powers from their grandmothers and they are determined to 

pass them further on.

Yes, I am a practitioner and I convinced more than 40.000 women to 

join my vision: SEMNE CUSUTE (SEWN SIGNS). Brought up with the 

legends of the Carpathian Mountains, educated in IT, I graduated as 

architect and specialized in retail design, I'm using my skills in order 

to sell one simple idea: make your own Romanian Blouse, wear the 

legend.

I've learned it's two things that made humans thrive: empathy and 

the obsession to store knowledge and offer it to future generations. 

We have now artificial memory and eyes who can read our QR and 

bar codes; yet only few generations ago, wise women that we now 

consider illiterate used needle and thread to “write” encoded, 

crucial information in their textiles. 

I realized that if I can 'translate' the symbols, the myths and the 

ancient textile practices, with all their "do"-s and "don't"-s, I can 

convince women to change their mindset, lifestyle and also their 

shopping habits. Every traditional creation was understood as an 

echo of the initial act of creation. If you take a consumer and 

educate him to think and act as a creator, this person will become 

one.

The creation myths can be very efficient in education. The sacrifice, 

the labyrinth, the journey, the monsters, the heroes – will take 

different shapes for each generation. The myths are here to remind 

us we can all be heroes and we can all have superpowers, as long as 

we care.

#KEYWORDS: HERITAGE, COLLECTIVE, DESIGN, HEMP, 

REBIRTH, SYMBOL

This presentation is the first attempt to translate the wisdom that 

women of my nation encoded with needle and thread in their 

embroidery into written words, in English, to be understood by all. 

This presentation is also my attempt to offer an example of 

practice: where myths, rituals, traditions were 'translated' 

(communicated in a new shape and through a new technology) and 

so they were able to support good practices in design, were able to 

inspire more than 40.000 women to change their shopping habits, 

change their approach towards fashion, their personal expression, 

their attitude regarding environment and resources.

It is equally important to describe the cultural heritage, the new 

context and its challenges and what seems to be a possible 

solution along with the way it was implemented, using the power of 

visual communication, social networking and not at last the 

personal example.

Indeed, I was teenager when I watched the movie "Gandhi" and I 

was impressed the way Mahatma Gandhi expressed the idea of 

identity and independence by making his own clothes, being such 

an example for others. This added to the example offered to us, in 

Romania, by our Queen. 

In 1877 Romania gained its independence from the Ottoman 

Empire after a tremendous war and the new currency (thus the 

most circulated printed medium at the time) depicted women hand 

spinning. Life was seen as a thread and the message was that now 

everyone was free to make their own destiny. It also reinforced the 

idea that women are in charge with keeping the tradition and 

national identity; as in our culture women alone decided who wears 

what. They made the clothes, they made the norms and they broke 

the norms when they decided their society must change.

A Romanian traditional dress played multiple roles that must 
be reminded:

· protection for the body (offering thermal comfort)

· protection against the unseen evil (for example envy, the 

worst of all evils, a harmful form of admiration)

· protection for the soul (in the dangerous journey of the spirit 

leaving the body, leaving this world and going to the next one, 

where it must recognize and join the ancestors and must be 

also recognized by the other half)

· expression of identity (belonging to a community / clan / 

village / region)

· expression of social status (age, marital status, income) as 

well of social aspiration (wish to get married, wish to have 

more children or not to have more; announcing the end of the 

fertile age, getting ready for passing away and for the great 

journey to the 'white world').

· expression of personal character, qualities and abilities: 

power, endurance, patience, emancipation, creativity, 

exuberance, optimism, originality

· expression of lifetime commitment to other female friends

ndAfter the 2  World War, the communist regime that was 

implemented in Romania changed the lifestyle of the peasants 

(who used to live in the cyclical rhythm of nature) and so the 

traditional dress became a 'national' blouse, a mass produced 

standard item of clothing with no magic, no message and no 

personality, thus no value but only price.

The know-how of creating the traditional dresses used to be passed 

down from mother to daughter and all its rules and norms were part 

WRITING WITH A NEEDLE

IOANA CORDUNEANU
FINE LINE DESIGN (SEMNE CUSUTE), BUCHAREST, ROMANIA
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of the oral tradition. In 1938, Elena Cuparencu, author of several 

publications with traditional patterns wrote: "there is no point in 

getting you bored with the practical and technical information, as 

these are things every Romanian woman already knows". 

(Cuparencu, 1938)

Taken for granted, crucial information was almost lost while 

society fractured and a new, strange gap between generations 

appeared. The few lucky women who were brought up by their 

grandmothers (like myself) were the only able to bring back bits of 

information and put it together, quoting no academic work, but 

quoting their grandmothers. There is also a huge fracture between 

the academic publications, museums displays, research done by 

the specialists and the reality of the people who really bring 

traditional creations to life, making them and wearing them. The 

truth is that the publications presented the traditional dress as 

something of the past, often labeled as "out of use", not imagining 

these traditions will come back to life starting with 2012, in a world 

saturated by technology and machines.

With my experience in IT, Architecture, Retail Design and Visual 

Communication & Marketing, I could return to the basic childhood 

memories and promote them in a new light, as an alternative to the 

stressful urban lifestyle of our days. I tried to "sell" the myths as I 

would sell products or services, presenting all their benefits. 

Always careful to what people need and want and considering their 

reactions:

1. SEDUCE
The public wants to be seduced with surprising stories and images. 

For the yet uninformed public, the first thing that fascinates about 

the traditional outfit is the complexity of the embroidery, the mix of 

techniques, yarns and patterns. I designed over 2000 models and 

patterns from old sources and I posted them on my blog, explaining 

the meaning of the symbols. The first reaction of the women, after 

"wow", was to search deep into the textile heritage of the family and 

finally see it properly and finally value it. Those who were not so 

lucky to have such dowry, wanted to buy a traditional shirt but they 

got frustrated when they compared the complexity of the ancient 

patterns with the poor offer from the market. They realized a true 

Romanian shirt is something money can't buy and if they want to 

have one, they have to take a needle and start working for it.

2. SHARED EXPERIENCE
For all those thousands of women who suddenly gave up dreaming 

of fashion labels and desired a traditional Romanian shirt, an on-

line interactive group on Face-Book was the best solution. No 

matter how far away from each other, we are connected by the 

same dream. Women who never passed the thread through a 

needle started, humble but motivated, to dream of their first shirt 

and soon they became addicted to traditional embroidery once they 

mastered it, day after day. Only together, in a team, with a good 

balance of appreciation and criticism, with a fair-play attitude, a 

new collective authority was born, replacing "the mouth of the 

village".

The biggest challenge, as administrator of this group and 

moderator of the online community, was to convince women of our 

days to give up to their first, superficial understanding about 

"freedom of expression" and embrace the old, responsible 

principles of creation if they wanted to enjoy the large appreciation 

of the others. Facebook allows quick rewards in form of "like", "love", 

"wow" and redistribution of posts and women could get feedback at 

every major stage of their work.

Eventually they understood that the ancient rules allow them more 

than enough freedom of expression, if they are understood and 

applied. Respecting these rules brought them even more rewards in 

their personal lives and they all feel enriched and empowered. Even 

more: their new passion pushed them deep into study and they 

stood up to criticize local museums and city hall institutions when 

they failed to present the correct traditional dress in some 

exhibitions and festivities. The National Museums recognized the 

potential of our revival movement and they offered us partnerships 

for more complex study and the direct participation into recovering 

the textile heritage, as volunteers.

And so it can be seen how the ancient creation myths survived, 

despite several layers of migrations, conquests, influences and 

religions, in the shape of rituals, practices and superstitions, in the 

shape of "do-s" and "don't-s", only to become golden rules in 

aesthetic and good practices in design. 

Even if our life has changed so much, we are still connected to our 

origins, thirsty for magic, curious to understand how the world 

functions and what's our place in it.

Considering these myths survive from immemorial, neolithic times, 

there is the big chance they belong to a larger Proto Indo-European 

culture and they might be also valid beyond the Carpathians and the 

Balkans. They might appeal to other nations and serve to other 

various projects which try to bring back into use traditional 

methods, materials, techniques and practices for a more 

sustainable future.

We will now pass through the main 4 steps required to acknowledge 

the myths, decode and put them in order to 'translate' them to the 

young generations, make them appealing in the world as it is today. 

In our attempt to transform consumers into responsible creators, 

we have to teach them to create like a God.

1. THE ACT OF CREATION
It is important to remember that any object created by the people of 

the past, by traditional methods and for personal / family use (not 

for trade) was an "imago mundi" (an image of the world), an echo of 

the initial act of creation, creation of the world. From a village to a 

house, to a stool or to a ceramic pot, wooden spoon or a hemp shirt, 

scaled from large to small, all objects had to respect the sacred 

order and the meaning of the universe. They had a center and an 

"axis mundi", an imaginary elevator, a communication between 

earth and sky so we can be connected to the sacred.

A traditional shirt is also an "imago mundi". And before populating it 

with various forms of life and principles of life, you have to start 

from chaos, make order and shape it first. Learning how to create 

like a God it means to be aware of the local, ancient myths (which 

always include regional variations). If you didn't hear about it in a 

village, in your childhood, you can read about it in Mircea Eliade's 

work, or in Ovidiu Papadima's "A Romanian Vision of the World". 

In our culture, people saw God as one of them and not a far distant, 

all mighty divinity. God creates like any designer and he goes 

through all the stages of a creative process. First of all, God prefers 

to work in a team and so he invites the Devil to be part of his project. 

Both go into a competition, even if not always fair-play. They share 

ideas and debate and interfere into other's creation. So obviously 

that all that was created has a good part and a not so good part; 

nothing is 100% perfect. Sometimes God is confused and creates 
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prototypes to improve them later on. Some other times he is really 

uninspired and he looks around for advice. For instance, when the 

land was created too large, by accident and it couldn't fit over the 

waters. God didn't know how to fix this but the bee brought the 

solution from the hedgehog: "if the land is too large, you should 

wrinkle it, creating mountains and valleys". This way everything 

fitted and also the rivers found their right place, flowing down 

properly into the sea. A very wise advice for a designer as to never 

cut and throw away, accepting material loss too easily, but to try to 

find a solution to give a function and a form to the material.

My ancestors created the image of a God with all the strengths and 

weaknesses of any designer. My ancestors explained how we shall 

all create: in a team, debating, asking and accepting advice, being 

responsible, creating for the benefit of others, with respect for 

others and never falling in love with our creation, never stop trying 

to improve our work.

2. CREATING THE WORLD – THE FABRIC: HOW TO 
PLAN, CUT, ADJUST AND PROTECT
Long, long ago, the fabric was sacred, like a spiritual shield, 

protecting the people and their houses from the unseen evil. Each 

woman was weaving her own fabric, from threads she had 

produced (planted, harvested, processed) with her own hands, 

respecting the well known rituals. In a certain relation with the 

seasons, the sun and other elements. Even the plants she used for 

dyeing the embroidery threads were selected only in certain nights 

and the magic of producing the colors had its rituals as well. Yet 

every single gesture had a logic.

The fabric was a symbol of order, light, in opposite with chaos, 

unknown and evil. When weaving, women were introducing from 

time to time (every 15 – 20 cm) red or black threads, to increase the 

apotropaic (protective) mission of the fabric.

Like any shield, the fabric for a shirt must have as little cuts as 

possible, as a cut is a vulnerable line, where the unseen evil might 

try to snick in.

Every cut means working for a reinforcement (functional + 

magical); a hem + a line of embroidery made with red or black 

thread. So each cut comes along with a lot of work to do, in a time 

when life was short and nobody had time to waste. This was total 

optimization. Real design thinking.

All the volumes were created from straight pieces of fabric, through 

various techniques of smocking, in the right places.

Every cut in the fabric started, normally, with a flame; as fire, as well 

as water, purifies. No metal tools were supposed to touch the fabric, 

being considered a bad omen, bringing death. (most probably a 

superstition from the time of the aggressive invasions of the Iron 

Age).

Also, after cutting, you can't have any leftovers of fabric. The shirt 

must be a whole again, only re-composed. If, by mistake, you've got 

pieces of fabric left, you have to complete another ritual: burn them, 

solve the ash in water and then spread it at the roots of a tree.

And the story is long but is important to understand that in these 

conditions, women could not rely on ready-made fabric, because it 

didn't have any magic. They used: hemp, linen, silk and wool for 

weaving their fabric. Knitting was not known and not practiced In 

Romania until quite recently.

When the cotton products first appeared, they were not welcome, 

even if the price was tempting. Because only poor, lazy, helpless 

women would buy cheap fabric with no magic, right? A respectable 

woman would be able to organize her schedule and dedicate the 

winter to spending time in the front room, with female friends, 

preparing the fresh new textiles for the next spring.

At first, they were attracted by the cotton embroidery threads and 

the bright colors. Confused about how they could possibly wear the 

same shade as other women, they bought the thread and "spoiled" it 

at home, changing it by herbal dying. Next, they bought cotton 

thread for weaving, as cotton fabric offers thermal comfort in cold, 

mountain areas and continued to do their weaving at home.

Due to the tools they used, their limitations and due to the anatomy 

of their body (arms movement), the home made fabric was coming 

at a width of 42 – 45 cm. (from fingers to elbow). All the shirts 

continued to have only straight cuts and composition based of this 

unit of measurement.

During the 1st World War, cheap cotton fabric was associated with 

bandages, hospitals and death. A totally no-no. Yet meanwhile, in 

urban areas, women were making their shirts with marquisette, 

already feeling 'emancipated'. In villages nearby, women got 

inspired through their shopping trips to the town fairs and they tried 

to adapt foreign cuts to local principles. The first signs of 

"emancipation" and urban influences are in the accessories and 

next in the patterns. The basic cut remained in use. This trend 

started in the late 1800's, peaking in 1930's.

After the 2nd World War,  the communism and forced 

collectivization followed, elites were imprisoned or killed, if they 

opposed the government and values turned upside down. The post 

war poverty and forced labor destroyed the structure and the time 

organization of the peasants, always in tune with nature. Suddenly 

forced to work in a different rhythm, women simply didn't have 

much options. Home-made linen and hemp fabric slowly vanished, 

with exceptions in mountain areas.

All the linen, hemp and silk fabric went into export.
More than that, women from villages are gathered in centers where 

they produced serial hand-made embroidery for "IA" – which 

becomes one of the items of export, in hippie fashion. In an attempt 

to reduce the production costs, the fabric is cheap cotton, therefore 

material loss is now acceptable; patterns get out of scale, since the 

"pixel" the basic module grows larger. Curved lines appear and for 

the first time, the idea of "size" is introduced. Until that moment, 

women were creating their own shirts tailored on their needs, 

following the ancient principles, that were valid to all.

The cheap cotton fabric and the idea of plenty of fabric available 

demolished old concepts of repairing clothes, or transforming 

them or using parts of them for other clothes. Women didn't invest 

time and emotion into their shirts and if they feel the need to have a 

'traditional' shirt, they simply bought one or 10, exactly like they'd 

buy a T-shirt. The producers feel under pressure and, instead of 

educating their customers, prefer to drop the prices with a total 

drop in quality as well.

In order to return to good, old, practices, my approach was the 

opposite: produce and offer great quality, expensive fabric, but only 

50 cm width. Offer information about the ancient principles of cut 

and schemes, and communicate the benefits. Willingly or not, since 

there is no better quality fabric for embroidery, women adapted to 
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the situation, embraced it finally and now they are totally addicted 

to hemp and linen fabric, promoting its qualities to their friends and 

more.

3. POPULATING THE WORLD
After we created the shape of the the world, after we reinforced its 

borders (the hems) to protect our order from chaos, after we 

created the mountains and valleys (the smoking), it is safe to 

populate it with stars, with birds, with trees and buds and bees and 

with all the energy connecting all these together.

Since immemorial times, people valued knowledge, wisdom, 

experience as a treasure and people never stopped trying to find 

ways to encode and storage information and to pass it to others, to 

future generations. It all started with writing codes: in weaving, in 

embroidery, in painting spring (Easter) eggs or pottery, in making 

notches in wood, even tattoos, deep into their skin, using a visual, 

universal language of symbols, understood by all. It all continued 

with books, written with signs expressing sounds and now we have 

created IT departments for everything, artificial memory and 

artificial "eyes" to read our bar-codes and QR-codes as we are 

overwhelmed by the quantity of information.

In our days all these forms of encoding information co-exist but 

most people see the symbols encoded in textiles as simple 

ornaments, just beautiful decoration.

Seen from distance, the embroidery is placed in most visible areas 

of the body, to enhance and reshape the silhouette. But when you 

are getting closer, you are amazed by the complexity of the patterns 

and if you master the old language of symbols, you can decode the 

messages hidden into the sewn signs.

One can easily recognize the symbols and the colors used for 

protection; they are similar, if not the same, in Eastern Europe, North 

Africa, Middle East and even in Asia. The eye, the palm, the blue 

beads (protection against the evil eye of envy) and the red thread 

are used by most populations. (the black thread of wool is equally 

powerful, being used in the regions of high mountains, where red 

pigments were not available). All these belong to a category of 

symbols which carry the mission to protect, to bring luck, fertility, 

plenty and in general a peaceful and pleasant life. These symbols 

are used in abundance by those cultures where people thought that 

their fate and destiny was already written by gods. They carried 

these talismans on their clothes and around their wrists in order to 

buy the favor of protective spirits.

The populations who don't feel comfortable in their surroundings 

(recent migration into a foreign environment) tend to cover all the 

shirt with embroidery, as they are afraid of white spaces. This fear is 

associated to "Horror Vacui” or "Kenophobia".

But in the traditional Romanian shirts, the protective symbols and 

the red thread are placed mainly along the hems, to reinforce the 

borders of this world, to protect the order written in it. Perhaps it is 

now important to mention that in the popular language, the word 

"embroidery" didn't even exist. In the texts of old ballads and songs, 

the shirts were said to be "written", as in this example, a young man 

going to war is asking his mother to "write" his shirt:

"Pe manica de-a dreapta

Scrie-mi maica, mandruta

Pe manica de-a stanga

Scrie-mi-te dumneata

Pe latutu dinapoi

Scrie-mi plug cu 4 boi". 

(oral tradition, 1910's)

He wants to take with him all those dreams and things worthy to 

fight for and live for: his lover on the right shoulder, as his future 

family; his mother on the left shoulder, as his ancestry; the plow 

with 4 oxen on his back, as a mean for peace and providing for 

children. A constant reminder he has reasons to return alive. He 

didn't ask for protection. He must have worn the shirt under the 

standard uniform, as many Romanian soldiers did even in the I-st 

World War. 

Few male shirts survive, much lesser than female shirts, mainly for 

two reasons. Men expressed their status through the size of their 

belt, their daily shirts were rather simple, as children's shirts. 

Women would not invest time in men's shirts, as they were not part 

of any rituals related to birth or death. For most men, the only 

festive shirt they had was the one created by their bride-to-be, worn 

for the wedding and later on worn for his journey to the other life (for 

the funeral). These written shirts were a passport for the soul also, 

in the next world. Of course the woman who "wrote" the shirt for her 

other half will be able to recognize his soul and she will complete 

the couple again and again. 

The most intricate embroidery and the most important messages 

were written on the festive clothes of the women. Some shirts carry 

more than 100.000 stitches and embroidery is so fine and delicate, 

around 100 stitches / cm². Most of the patterns are strictly used for 

female shirts. The repetition of certain symbols in specific areas 

means reinforcing simple but powerful ideas, principles that should 

guide our life. They play the role of a visual mantra and this way we 

understand that embroidery is also, in this case, a form of 

meditation. Despite the fact we find so many variations, we can 

reduce the primary shapes to very few. The basic shape was most 

probably borrowed from weaving, it was strictly geometric, abstract 

and bold, due to the technique and the thread used. The shape is 

enriched in embroidery, but it preserves the abstract, geometric 

character. There is a reason why the traditional Romanian 

embroidery was not seduced by the exuberant free form 

embroidery from north, from east or from west, as women had a 

different purpose for it. 

In our culture, the aim was not to celebrate the nature and obey to it, 

neither to revolt and try to correct it but to try to understand it, 

understand the laws that govern it and respect these laws while 

making your own destiny.

Among the most important principles written on the shirts as a 

constant reminder, as a visual mantra, are: balance, regeneration, 

the flight, the journey and not only. Too often people of today forget 

these ancient concepts and they go through useless distress 

caused by depression, panic attacks, stress and anxiety.

BALANCE: the power of 2
The symbols depicting the idea of balance always appear in a 

couple, 2 identical geometric shapes embraced, mirrored, in many 

variations. They remind us it can't be good without evil, it can't be 

order without chaos, day without night, feminine without 

masculine, it is about 2 opposite principles that have to co-exist. 

There is a certain tension between them, but not a real conflict. 

Most often the color comes to reinforce the opposition inside this 

balance. And you can't write only one principle and ignore the other. 

For example: you can't populate your world (write your shirt) only 

with the sun. The moon must also be there. Both entities would 
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have the same shape, being equally important, but while the sun will 

be marked with gold thread, the moon will be marked with silver. 

And, as it is in the big world, it can't be just one sun and just one 

moon, as it can't be only one day and one night, they must appear in 

succession, rhythmically, alternated. This is for us to remember we 

have to accept both good and bad, they will come at their right time 

and they won't stay forever in our life. 

REGENERATION: the secret of our planet
Perhaps the most important and most depicted principle on the 

shirts reminds us that we live on this magical planet where death 

doesn't exist. The earth has the power to regenerate everything and 

any form of life is simply becoming something else. Ancient people 

noticed everything is cyclical. The sky and the position of stars, the 

seasons, the trees. When dead seeds are placed into the ground at 

the end of the autumn, they sleep in the womb of mother earth and 

come back to life in the spring. A new sun is born after every winter 

solstice, he grows stronger, riches a maximum at the summer 

solstice and grows weaker and weaker, to get to a minimum in 

December, only to be born again and again. Like the sun, people are 

born and have their spring, their summer and their autumn, they get 

tired, they sleep a little and are born again. People notice that also 

trees hibernate during the winter in order to be able to gain the 

power to bloom in the spring in their new clothes of fresh buds. 

Women also hide inside, along the fire place and work on their new 

shirts, to be worn in the coming spring. When the trees are in bloom, 

the women also bloom, feel young and refreshed every spring. 

Compared with other cultures, in Romania there are no specific 

shirts for certain seasons (like in Japan). You can wear a shirt full of 

buds in the autumn, the point is to remember that time to time you 

need to refresh, reinvent yourself; and if you get tired it's only 

normal, this is no reason for worries: you just need to rest, not to 

quit. There is ancient wisdom in this concept, of living in tune with 

the seasons. In our crowded cities, life imposes people a daily 

routine, ignoring the important fact that our mood is strongly 

connected to the quantity of sun and light we receive. Speculating 

the long, dark, cold nights, commercial offers for Christmas, the 

shopping fever and preparations start now way too early, with the 

first half on November, to change people's mood, at least at a 

superficial level. But if we return to the traditional concept that we 

change and our mood and energy changes with the seasons, we 

don't need shopping as therapy, but we need to surround with good 

friends, with art and all those healthy remedies which increase our 

natural immunity, to support our body and spirit too.

THE FLIGHT:
The best example so far of a traditional Romanian creation 

"translated" into an universal expression is perhaps the work of 

Constantin Brancusi, a sculptor considered one of the most 
thimportant of the 20  century. Mirroring the Romanian vision of the 

world, he liberated the sculpture from the mechanical imitation of 

nature, expressing the deep essence of things. His style brought a 

profound influence into the modern concept of art, be it sculpture, 

painting or design. 

Being born and brought up in a traditional peasant family, he 

expressed in wood, metal and stone what the women used to 

expressed in delicate textiles. His words, explaining his work and 

his vision are equally valid for any form of traditional creation: "I 

don't create birds, but flights".

While big empires grow even bigger and expand horizontally by the 

power of weapons, small nations are left only one direction of 

expansion: towards the sky. The knowledge about the movement of 

the stars, the overwhelming sensation of seeing a sky dotted with 

stars is something we've lost in our cities, polluted by too much 

emissions and lights. Even if millions of people living today can't 

even imagine what is like to sleep under this blanket of stars, like 

our ancestors did, the constant wish of mankind to fly and reach 

other planets exists in so many. 

The traditional Romanian textiles depict so often birds, in the dense 

embroidery created to cover the shoulders of the shirts. On the 

aprons, which are larger and offer more space for expression, there 

are depicted not just magic birds, but women traveling on the back 

of magic birds. Long before the planes were invented and women 

could fly for real, they imagined and depicted themselves flying. 

Emancipated, Romanian women were among the first females able 

to take a pilot licence and fly for real but they dreamed about it long 

before, perhaps hundreds or thousands of years ago. The soul 

needs to travel somehow and once the soul separates from the 

body, it needs a taxi to continue its journey to the after life. So when 

you "write" birds on your shirt, in fact you write "flights", you invest 

this shirt with your aspirations, your evolution, with the wish to 

become a better you. 

We could continue explaining every "written" symbol but more 

important is to hold the key of coding and decoding ideas into 

textiles, investing them with the power of symbols you need in your 

life. By creating and wearing your own visual mantras you can 

enrich and improve more than your own life. You can't expect these 

symbols to protect you from being hit by a car or bring you luck to 

win the lottery. Traditional Romanian embroidery and mentality is 

not about that. The symbols function like a bank deposit that YOU 

fill up with energy, hope and power and you benefit from it in a 

moment of need, when you are down or confused. They sewn signs, 

written with the needle, remind you that you have good reasons to 

live for and to fight for. 

4. HOW TO ENJOY YOUR CREATION AND REST BEFORE 
THE NEXT ONE
Even God got tired after creating the world and he took a day off to 

rest. We need to do that too and we need be able to detach 

ourselves from our work. We need to see it from above and 

understand it as our mirror at a certain time. Our next creation will 

be different as also we've changed in the meanwhile, probably our 

perception over the world has also changed. 

It is important to enjoy even the weaknesses of our creation and if, 

by mistake, we made a perfect shirt, we must add a small 

imperfection or let it unfinished. In several cultures is considered 

that a small imperfection will bring protection, as will attract the evil 

eye of envy like a magnet and it won't be able to see us and harm us 

anymore. The evil eye of envy is called "deochi" in Romanian and it's 

a harmful form of admiration or an exaggerated form of it. 

And when we are done with everything, including the final 

imperfection, we can also add our author signature, usually in a 

hidden spot, a pattern of a future shirt sometimes. Yes, even women 

of the past understood the idea of being author and enjoying the 

rights of intellectual property. Women 'stole' ideas of patterns from 

other women but didn't reproduced them alike, they modified, 

bringing their own contribution, as each shirt had to be totally 

unique. 

CONCLUSIONS
In a world where the big brands have all the resources, the money, 

the power to communicate, seduce and convince women to buy 
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ABSTRACT
Still in the Textile and Garment Industry is very frequent analogous 
work to Slavery. In addition, there is a pay gap between some 
countries, where peoplewho perform the same job, because they are 
of different nationalities, receive much less compared to others. The 
lack of control of this fashion product that goes through many 
cultures has resulted in the exploitation of this workforce. In the 
meantime Blockchain comes to shed light on the consumer 
regarding the production of the piece he purchased. This technology 
comes to improve customer access to the product they are buying. In 
the midst of a society that has opened its eyes to a more sustainable 
fashion, to be able to view and know every part of what has been 
bought and still to be sure that it does not come from slave labor, it is 
the certainty that a conscious purchase has been made. andalso 
knowing the increasing commitment to society and its bond with a 
sustainable planet as well. The worker also feels safe because there is 
transparency of both the brand in the manufacturing process and 
what is actually done in the means of production. These blocks within 
the chain minimize the chances of exploitation and bring benefits to 
those who are producing the part. The fashion market has always 
been hostage to the luxury that surrounded it in the upper social 
classes, but at the expense of much wear and tear in working-class 
relations. For some years now this market has been waking up to 
more egalitarian relations with workers and investing in sustainable 
development within the big brands. Blockchain comes to add and 
benefit society with technology that enables the knowledge of what 
really happens within the textile and apparel production chain. Thus 
the fashion world will be guided to a new level of disruption and 
innovation in academia & industry.

INTRODUCTION
Since the Industrial Revolution, the fashion industry has been 
consolidating itself as a major force on the economy, politics and 
social relations. The industry of fashion dictates what is being used 
and when to be will used, defines trends worldwide and is formative 
and influential opinion. It is a large employment-generating industry, 
including slave-like labor. This fact is not recent, but has recently been 
debated by academia in order to find solutions to this problem within 
the Textile and Apparel chain. The process within the Textile chain is 
methodical and thorough even when it goes through the confection 
there are steps that must be followed for the final product to come out 
as expected by the consumer. We see here that the opinion of the 
consumer, which in turn is the target audience , and which is of great 
importance when designing the piece. The garment is made based on 
trend research and the target audience, so it is salable and the 
garment makes a profit. However, for this to occur in many cases 
within the poles of making the cities, recourse to labor analogous to 
slavery, p rincipalmente because of the clothing outsources m some 
sectors, for example, cut, m odelagem, sewing etc. This chain , 
therefore, does not follow a common and linear pattern, but is made in 
an irregular and diversified manner .

Given this, we see that although this industry has a considerable 
share of the world market, there are still points within the conception 
of the final product that need to be modified, as they imply a 
differentiated salary situation for workers who perform the same 
functions in the world market. . This is due to each country's currency 

devaluation and the pursuit of higher profits by fashion companies . 
So wages are not equated to values, so seamstresses in one country 
earn less than seamstresses in another country. This wage inequality 
generates a devaluation of labor from one country to another, which 
results in an exploitation of the worker. And with all this , there is no 
total control of the cost value of this supply chain . Not even a way of 
knowing who, where and how a particular product was made . T 
decorates it is very easy to circumvent documents and change 
information in a common registration system. So, there is no 
reliability in everything that is in files or certain ways to trace the path 
that To him product has to reach the point of sale . This requires some 
capability to provide security in this type of reliable traceability 
information .

Technology is a very useful tool and is present in today's world as a 
form of practicality and convenience. And why not add it in the control 
and monitoring of C adeia Textile and Apparel as protection d what is 
coming to the hand s of consumers? The clothing product is of 
serious questions targeted by the other sectors of the economy , due 
to much of this is done through work analogous to slavery . According 
to the recently released Walk Free Foundation's The Global Slavery 
Index 2018 survey , fashion is the second largest export category that 
exploits forced labor. In modern slavery, victims work in precarious 
conditions and receive undue values. According to the study, about 
40.3 million people are in this situation, of which 71% are women. 
Worldwide, 24.9 million individuals are forcibly employed. The index 
also shows that the companies involved move about $ 354 billion in 
exports to the G20 countries - the group consisting of finance 
ministers and central bank chiefs of the world's 19 largest economies 
and the European Union. One solution is to take more decisive action 
and why not apply technology to this process . An important 
technology that has emerged in recent times is the Blockchain, which 
appears in principle to protect coins, but can also be used to monitor 
Textile Chain and Confection. Blockchain ensures that the entire 
process from wiring to the arrival of the product to the consumer has 
your information securely disclosed . It can then be said that it is a 
database that cannot be changed due to the way it is.

Blockchain technology is made up of blocks, that is , the information 
is divided but interconnected with each other, forming chains. Thus it 
can be noted that the risk of fraud is almost nil and so is a safer way to 
control what is being reported . Blockchain at first comes as an idea 
for cryptocurrencies, with the purpose of avoiding transaction fraud 
and thus maintaining currency transparency and legitimacy. It is a 
distributed system in which more than one person is responsible for a 
particular group of actions . The block has its own identity , to know 
that it is unique and interconnected . This makes it almost impossible 
to change information from one block to another.

Blockchain is strongly intended to control information about 
everything that is being produced and how it is being produced. It 
comes to bring what the Textile and Apparel Chain has been looking 
for for many years: job monitoring, something that will be very helpful 
in preventing informality and precarious working conditions along 
with many hours of work a day. The human being should be the main 
beneficiary in everything. Exploration time should be over. And, why 
not through technology?

BLOCKCHAIN'S CONTRIBUTION TO SUSTAINABLE FASHION FOR THE BENEFIT OF 
SOCIETY: DISRUPTION & INNOVATION - ACADEMIA & INDUSTRY

AT KANAMURU ; FD MENDES; DT FREITAS
UNIVERSITY OF SAO PAULO, SAO PAULO, BRAZIL
University of Sao Paulo, Sao Paulo, Brazil
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The Textile and Clothing Chain
The textile industry encompasses a network of well-defined, 
independent, intra-segment production segments whose production 
process is relatively linear and with reasonable technical and 
economic autonomy. The main segments are the processing of 
natural fibers; spinning of natural, artificial and synthetic fibers; the 
manufacture of flat fabrics (weaving) and knitted fabrics (knitting) 
and finishing (dyeing, printing) (SENAI, 1998).

You can set the textile chain pel processing in yarn fibers that go to the 
weaving and can become flat fabric or go to the mesh would . The 
garment is the transformation of the fabric into something wearable. 
It is in the confection where the sectors are divided into: development, 
modeling, cutting and sewing. There are many steps in making a t-
shirt , for example , and many processes usually happen , many 
people are involved and in the case of big brands the piece travels the 
world. The purpose of the garment is to use the fabric correctly, with 
quality and that is suitable for what was created. The clothing 
production process of a fashion company is called “clothing” and 
consists of the task of assembling parts of fabrics or other materials 
(trims such as zipper, lace etc.) to assemble a garment (Mendes, 
2006). This shows that this part of the chain is delicate and requires a 
lot of attention and care due to the valorization of the garment labor.

Manufacturing began to take the form that is today with the advent of 
the industrial revolution in the eighteenth century and with the 
evolution of processes that began to use interchangeable parts, 
production evolved from the era of craftsmanship to the era of mass 
production (Mendes, 2010). In financial terms, IEMI (2009) states that 
world textile production grew by 97% between 1990 and 2007 and 
international trade in textiles and clothing increased by 175%, 
reaching US $ 583 billion in 2007. Considering only the clothing, 
growth was even higher, ie 220% over the same period (IEMI 2009). 
This demonstrates that this sector drives the economy effectively 
and at great value. Therefore, the garments together with the textile 
chain are strong in their history and also in adding value within the 
sectors.

The product before becoming a part has a path that is not always as 
described below, as it may vary from model to model. The fiber is in 
the field where farmers grow it through either agriculture or livestock. 
It is harvested and taken to the industry where it will undergo a 
beneficiation, will go to the spinning that may go through: ring, rotor, 
air jet, friction; then go to weaving or knitting and finishing, if artificial 
or synthetic goes through chemical processes and spinning until 
finishing. After finishing this goes to the confection, where it is 
prepared to be used in the pieces. The process can be done in-house 
or outsourced as it is in the case of cutting and sewing workshops. At 
this point there is informality and that is where there is no control of 
how many workshops there are and even small clothing. This is where 
there is work analogous to slavery and where there can be no 
monitoring.

With an industry that has been active for over 200 years, the Brazilian 
textile chain showed continuous growth between 2015 and 2017, as 
revealed by information from ABIT. It is a complex chain that 
generates a lot for the Brazilian and world economy, because it has a 
consumer market eager for innovation and cultural creation, Brazil 
can make clothes with quality and taste, working with little 
investment in the sector. Brazil is one of the countries with the most 
evolution when it comes to industrial development. Being full of 
natural resources, raw material is not lacking in this territory, making it 
a great exporter of products and services. For this reason, several 
sectors had the opportunity to develop, including clothing production. 
Currently, Brazil ranks fourth among the largest garment producers in 
the world. Brazil is ranked fourth in the world ranking of clothing 
producers in the world. The country is responsible for opposing 2.6% 
of tons of clothes manufactured in the world market, with 26,000 
industries dedicated to this sector of the economy, which produced 6, 
1 billion pieces in 2012. For this year, the forecast is for growth. 2.2% in 
volumes, and a 6% increase in apparel imports.     

And even with all this promising market and this development there is 
still much to evolve in relation to the Textile and clothing chain in Brazil 
and worldwide. After all, there are many advances to be made in the 
form of production and today there is much added technology that 
will be a great ally in this whole process.

Blockchain
Blockchain has the potential to reorganize the way data is stored and 
manage information, possibly leading to a reduced role for regulators 
and intermediaries (Wright and De Filippi , 2015). Decentralization 
and functionality can be used not only for cryptographic currencies 
such as currencies, but for registering, confirming and transferring 
contracts and properties (Forte et al., 2015) .

This technology is also known as the trust protocol and is a 
distributed registry aimed at decentralization as a security measure. 
They are distributed and shared databases and databases that have 
the function of creating a global index for all transactions that occur in 
a given market.

The Blockchain came up with Stuart Haber and W. Scott Stornetta 
and in 1991 became known to everyone as it is today. Initially the first 
project involved creating a network of cryptographically protected 
blocks where no one could tamper with the timestamp of documents. 
But it is only in 2008 that it gains relevance, thanks to the work of a 
person or group by the name Satoshi Nakamoto . In 2009 Nakamoto 
provided details of how the technology was well equipped to improve 
digital confidence, given the decentralization aspect that meant no 
one would ever control anything. Simply put, this technology is a 
service of distributed information in the format " peer-to-peer " 
(person to person) that is safe and used to at first, monetary 
transactions such as bitcoin for example , in a decentralized network 
computers. It can be said that it is a database created and is shared 
between network participants in a transparent way, where everyone 
can access its content. Interestingly, each block is organized in such a 
way that it references the contents of the previous block ( Lamounier , 
2018). And, how is data stored? It stores the information of a block 
transaction group, marking each block with a time and date stamp. 
Each time period (10 minutes in the blockchain), a new transaction 
block is formed, which binds to the previous block. The blockchain 
network is made up of miners who check and record transactions in 
the block. To make this possible, miners lend computing power to the 
network. As an incentive to continue collaborating and make the 
network sustainable and safer, they receive a reward in digital 
currencies. The miner can only trigger a transaction in the block if a 
simple majority (50% + 1) of the network agrees that that transaction 
is legitimate and correct. The name of this is the consensus of the 
blockchain network. In the case of Bitcoin, consensus is measured 
through computational power. Two block chains can be formed at the 
same time, the deadlock will be resolved when the network needs to 
choose one of the chains. In the end wins the chain that has the most 
amount of work. Blockchain is not just Bitcoin. Although originally 
associated with digital currencies, blockchains are not just a Bitcoin 
technology or just an internet sensation. They are of wide importance 
across industries and are being used as a secure data network for 
many markets, including supply chain and food safety solutions. Who 
are using?  

§ The health operators are using Blockchain can offer safer 
options to share patient data between insurers, carriers and 
several doctors. Blockchain promises to improve accuracy and 
information sharing - and help prevent healthcare fraud. 

§ In the Retail and Manufacturing fashion clothing in their Chain 
complex supply - and all items in them - can be traced 
consistently and safe for all stakeholders, including buyers and 
regulators. Market supply chains early adopted the blockchain 
to improve food safety. 

§ In Banks can share parts of a blockchain each other to monitor 
suspicious activity and transaction flow. Blockchains 
permissionadas can be used to re - engineer business 
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processes, such as moving the self-service transactions to the 
administrative office, eliminating the need for data 
reconciliation. Emerging uses include blockchain for trade 
finance , global payments, securities settlement and 
commercial real estate.

§ In Transport Blockchain can help coordinate routes and means 
of transport in cities. A blockchain network can work with bus, 
car, bicycle, train and other transportation partners to plan the 
best multimodal route for customers, ensuring smooth 
transitions between vehicles and offering a one-time payment 
to users.

§ The emerging countries are using the Blockchains as a refuge 
against the high devaluation of currencies. Bitcoin also offers 
money management options for 2 billion non-bankers. 
Payments and transfers between countries can occur without 
absurd fees.

§ The insurers , use With the validations and privacy in the center 
of blockchain technology implementations early in the 
insurance industry include contracts and processing of 
intelligent requests. A private blockchain implementation can 
reduce fraudulent requests and enable all stakeholders - 
insurers, carriers and customers - to see request updates 
accurately and simultaneously.

In short, blockchain technology is a public, distributed ledger that 
records all virtual currency transactions in a block chain that anyone 
can participate in. The information recorded on it is reliable, 
unchanging and transparent as long as most of the network remains 
honest. The information needs to be truthful and real for the block to 
be constructed so that everything that happened there is clearly seen 
and the story told so that everyone can see in a transparent and open 
way.
 

Research method
According to Demo (2000) Research is understood both as a 
knowledge-making procedure and as a learning procedure (scientific 
and educational principle), being an integral part of every 
reconstructive process of knowledge .

The purpose of the research is to solve problems and solve doubts 
through the use of scientific procedures (Barros; Lehfeld , 2000) and 
from questions formulated regarding points or facts that remain 
obscure and need plausible explanations and answers that may 
elucidate. them. For this, there are several types of research that 
provide data collection on what we want to investigate.

According to Minayo (2011) the basic activity of science in its inquiry 
and construction of reality. It is research that feeds the teaching 
activity and updates it in light of the reality of the world. Therefore, 
although it is a theoretical practice, research links thought and action.

According to Lakatos and Marconi (1978), research is a systematic, 
controlled and critical reflexive procedure that allows us to discover 
new facts or data, relationships or laws, in any field with knowledge. 
Explanatory research deepens knowledge of reality because it 
explains why, why (Gil, 2010).

The research serves to bring clarity and deepen the knowledge about, 
in this case , the use of Blockchain in the Textile and Clothing Chain. It 
is used as a study tool to further ground everything that is exposed 
here, so that it is well understood and focuses on the benefits of 
Blockchain for Sustainable Fashion with a focus on the social part of 
the Sustainability tripod which is: Society , economy and 
environment. Why care with the human being is necessary so that the 
economy is stabilized and consequently care for the environment is 
the center.

Case study
HERE
C&A in August 2018 reported that it had highlighted the importance of 
Blockchain technology in the fashion industry as a pivot in combating 
the lack of transparency - and hence the slave labor that is not so 
rarely employed in this sector. On this occasion, the importance of 
fairer and more dignified working conditions through the 
transparency of the production chain was stressed . On July 15, 
through an article published by Folha de São Paulo, the C&A 
Foundation once again valued the potential that blockchain has in 
giving more transparency to production relations.

The C&A Institute in Brazil has issued an announcement called 
“Transparency in the Fashion Industry in Brazil” which addresses the 
issue of slave labor and the lack of transparency that many industries 
have . So for blockchain to really work and ensure industry 
transparency, initiatives need to connect multiple actors, large and 
small, across the globe. That's why the C&A Foundation created the 
“Fashion for Good ” project that focuses on connecting the markets 
and bringing together the different dispersed nodes of this chain. The 
focus of Fashion for Good is to nurture these different initiatives that 
were popping up in isolation, connecting them to markets and each 
other in a way they call pre- competitive. And be able to observe the 
entire production chain from animal husbandry, wool cutting, 
transportation, handling and spinning to the store, and the 
information available on the QR code of the tags. The system created 
between C&A and its Alinha project partnership allows you to track 
clothing production and, at the end, also publishes information about 
clothing production and, at the end, also publishes production 
information, helping brands become more transparent. In addition to 
the benefit to workers and customers, it also allows those who hire 
the work of workshops to follow their orders to better manage 
production.

With the statements of key directors and employees of C&A, it is 
possible to realize that Blockchain in this company is of fundamental 
importance for promoting brand transparency. It also bears the 
responsibility of the company that hires and subcontracts 
environmental damage and checks for any human rights violations 
that may be caused.

Alinha Institute
The Alinha Institute is a social business focused on improving the 
working and living conditions of seamstresses. Alinha works by 
advising sewing workshops to become aligned and connects them 
with clothing manufacturers and designers interested in hiring a 
workshop, thus ensuring fair working relationships. The Institute 
follows these steps in contact with the workshops:
1. The owner of the workshop makes his registration on the 

Alinha website.
2. After a check, the Institute and n saw a Aligns agent with the 

work safety technician to analyze the workshop.
3. The Institute prepares an action plan which outlines the 

requirements to be met by the workshop in order for it to 
become aligned.

4. The Inst i tute advises the workshops to fulfil l  the 
improvements. After meeting the minimum formalization and 
safety requirements, the workshop becomes visible on the 
Align platform.

5. Clothing and stylists make their registration on the site. Once 
approved, they have access to the aligned workshops.

6. Then apparel and stylists find workshops aligned to their 
demand and negotiate prices and deadlines directly with them.

It arose from a consumer demand: the Alinha Tag . They wanted to 
know the history of the clothes they were wearing. This tag 
guarantees the traceability of the production process by attesting to 
fair working conditions through Blockchain. Here's the walkthrough:
1. Brands and apparel register and adhere to one of the plans to 

gain access to TAG Alinha.
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2. The trademark registers information about the parts in the 
system and informs the workshop that will receive the order. 
After registration, the system sends a notification to the 
workshop owner.

3. The workshop owner analyzes the hiring conditions and if 
approved, confirms the order.

4. With validation, the Blockchain generates code to track the 
product.

5. Brands download the TAG Alinha, which contains the tracking 
code, to be inserted into the part.

6. With the TAG Align in hand, the consumer adds the code 
number on the align's website and knows the history of your 
piece.

It can be seen that the Institute is recognized for some awards:

§ 1st Place at Social Good Lab (2014)

§ Fellow Red Bull Amaphiko (2015)

§ Fabric of Change Finalist (2016)

§ 2nd Place Innomarathon Latin America (2017)

§ Goalkeepers (2018)

§ SGB   Award

§ R $ 21,600.00 capital only to start the line

§ Investment of R $ 50,000.00 in the platform via Alliance 
Entrepreneur / Rockefeller Foundation (2014)

§ 13 workshops advised

§ 38 impacted seamstresses

§ No inflows, only capital investment only (2015 )

§ Formalization of the Institute

§ 5 workshops advised

§ 13 impacted seamstresses

§ No inflows, only capital investment only (2016 )

§ 10 workshops advised

§ 45 impacted seamstresses

§ Total Revenue: R $ 83,167.10 (2017)

§ 27 workshops advised

§ 126 impacted seamstresses

§ Blockchain technology development

§ Revenue toral : R $ 251 490, 74 ( 2018)

In view of this data, it is clear that Blockchain has brought increased 
revenue for the Institute as well as increased workshops and tailors, 
thus bringing transparency to these garments and a more 
sustainable way of working.

Rastra
The Rastra is a company born in order to carry out the monitoring of 
the manufacturing process within the clothing . It is entering the 
market with Blockchain's proposal to be deployed throughout the 
product development so that consumers know how and by what they 
are purchasing. Its founder states that this procedure is viable 
because cameras will be placed everywhere so it will be easy to 
acquire the information and store it so that it is inside the Blockchain 
visible to the one who purchased the product , this technology is the 
same as it is. being used in Israel so that there is no fraud . This 
company was introduced in Brazil Eco Fashion 2019 and is 
pioneering this new type of business that will start in 2020.

It is an innovative project with enormous potential, as well as being 
innovative within the Blockchain segment specifically focused on the 
textile and apparel chain. It presents a new proposal within the large 
textile and apparel chain. And ensures the preservation of the well-
being of those who are performing that particular type of work, 
bringing the necessary information that the entire process of making 
the piece is and is done correctly.

The Rastra uses cameras that can monitor the whole process and 
that the images can not be you manipulate , which brings more 

assurance that there will be no fraud in the use of blockchain. This 
security ensures that everything is done in a transparent and clean 
manner.

Therefore, it can be understood that this type of technology that is 
being used in favor of the worker and the consumer is something to 
be taken into consideration when making the garment and making its 
process something effectively human and within the correct 
parameters. work and conditions to do so, as this is what the new 
generation wants in their garments.

CONCLUSION
It is envisioned that there may be an end to slavery-like labor someday, 
but if there is no way to radically combat it, the industry will continue 
to stride toward that goal. It takes hard work and direction, Blockchain 
is a technological tool that should be used for the benefit of 
consumers and workers who have been working their lives to bring 
more sustainability to the world we live in today.

In the textile and clothing chain there is a huge lack of control by the 
Government, Ministry of Labor, owners of clothing etc , so all the 
measures that can be taken regarding the protection of workers 
integrity and also information that assure the consumer. that the 
product was actually made under acceptable conditions by well-paid 
workers is welcome.

Worldwide is tireless fight for this chain is more rationally transparent 
regarding the way how the whole process from the wiring to the 
product reaches the stores is done by people qu and are remunerated 
in a fair and proper manner, so that piece is the result of a work that 
had a value in which the profit was also calculated so that everyone 
involved in this huge chain would be recognized and well 
remunerated. The best way to make someone feel valued and fulfilled 
in what they choose to work for is by giving them more dignified 
conditions and paying them the right and fair way for that service.

As in India, labor in non-economically developed countries also loses 
its value due to the fact that there are no laws protecting fair and 
acceptable wages to perform similar functions in the world. That is 
why there is exploitation of labor in many countries . With the 
screening of whole process through which the product and how it is 
being done and by whom, the consumer could reflect before buying a 
piece that was made by a worker with conditions precarious and 
almost humanly impossible to work for .

France, England and the United States of America which contrast with 
Bangladesh , Turkey, India etc ; for example, could by be economically 
developed countries sanction laws that protect the wages of those in 
which the currency is weaker , to receive one pr value oporcional the 
work that would be developed in that particular country. Therefore, 
there would be a balance in the way remuneration for this work is 
made worldwide. It all involves how big countries see the importance 
of the work of developing countries, and they encourage, with an 
equal pay, work that is done in the same way as theirs. Thus, the 
conditions are more humane and have more dignity in their clothes, 
after all, it is no use buying something that was produced at the 
expense of a worker who sewed that piece in poor conditions and 
received less than enough to manufacture that piece. The owner will 
always be paid extra because he owns the means of production, but 
the employee is also entitled to a more humane life and to receive fair 
compensation for what he worked.

Establishes r effectively trade-offs with one that is offering its 
workforce so that his integrity is preserved pa ra that his work is 
recognized as anywhere in the independent world is developed or is 
not a commitment to every one that joins this chain and then 
becomes one of the links, regardless of whether it is a micro 
confection or an industry the commitment is ethical and unique 
responsibility. Perhaps the biggest benefit of blockchain is that it 
brings back what was lost centuries ago, being able to see who is 
really making your clothes, and making sure they are in good hands.
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DISTRUPTION & INNOVATION :
ACADEMIA & INDUSTRY



ABSTRACT
Stephen Bottomley and Sarah O'Hana present two collaborative 

research projects sharing a common thread of Mediterranean textile 

histories and contemporary jewellery design.  The paper explores 

opportunities that working across disciplines can yield by honouring 

and advancing past cultural heritages and traditions through 

academic research and practice.  Both jewellery projects unpick past 

and present narratives and analyse the circular economy of 

collaborative Craft and Design with diverse stakeholders through the 

questions:

· Can sharing diverse craft vocabularies be applied to expand the 

production range of an independent, bespoke industry or 

community through an intervention or international academic 

partnership?

· How do differing cultural perspectives and material knowledge 

constrain or expand design thinking?

· What strategies may emerge to promote communication and 

understanding between the designers and clients and 

collections, for heritage interdisciplinary practice-based 

research?  

In 2006 Bottomley, as principal investigator of the Tech-tile project, 

studied the work in Venice of designer Mariano Fortuny (1871-1949).  

Taking inspiration from Fortuny's textile qualities and arabesque 

designs, Bottomley developed a collection of jewellery that O'Hana 

later participated with, using her own research in laser-controlled 

oxide growth on titanium (O'Hana and Turner, 2012). 

In 2019 O'Hana draws from the textile history of Mallorca, Spain, to 

conduct a design project with Teixits Viçens, an independent 

company uniquely still working with Ikat weaving.   Students from the 

BA (Hons) Jewellery & Objects course at the Institute of Jewellery, 

Fashion and Textiles in BIrmigham City University, UK, were engaged 

in this collaboration as new thinkers, researchers and designers.  

Heritage, material collections and production processes are 

observed in the designs to propose new products for Viçens as an 

independent industry through academic partnership across two 

countries.

Through a visual display of jewellery, developmental methodologies 

and winning designs, the paper illustrates the importance of cross-

disciplinary collaboration to participate in current global debates and 

promote original thinking. 

#Keywords: Heritage – Interdisciplinary – Narrative – Textiles - 

Jewellery – Craft 

INTRODUCTION 
The textile and fashion disciplines have historically shared much 

common ground with jewellery design, most clearly through their 

relationship with the human body and the empowerment that is 

offered to the wearer.  This paper presents the results of two cross-

cultural jewellery / textile projects: 

In 2006 Bottomley, principal investigator of the Tech-tile project, 

studied the work of nineteenth century Spanish-born textile designer 

Mariano Fortuny (1871-1949) in Venice, developing a collection of 

jewellery for exhibitions in 2008 at Villa Fortuny, Venice (Italy) and the 

Hove Museum and Art Gallery, Brighton, (UK).  He invited O'Hana to 

participate with a series of jewellery pieces in laser-marked titanium, 

a process she was investigating in her Ph.D.  The common textile 

thread shared by the Tech-tile project is extended in 2019 with a 

design research project carried out by Birmingham School of 

Jewellery students on the BA (Hons) Jewellery & Objects course 

within the Institute of Jewellery, Fashion and Textiles at Birmingham 

City University and Teixits Viçens, a family-run artisan textile factory in 

Pollença in the island of Mallorca, Spain.  The company specialises in 

the design and production of typical Mallorquín fabrics, traditionally 

known as Roba de Llengües, or Cloth of Tongues, known as the 

Mallorquín Ikat.  These works offer the foundation upon which this 

paper analyses the circular economy of collaboration between Craft 

and Design with different stakeholders.  Through a rich visual display 

of exhibited jewellery, methodologies and winning student designs, 

the paper presents the importance of crossing cultural boundaries in 

order to disrupt established patterns and promote innovative 

tendencies and original thinking. 

Background
"The real voyages of discovery consist not in seeking new landscapes 

but in having new eyes. “

Marcel Proust, in Coatts, 2007)

At the turn of the last century in Venice, Mariano Fortuny (1871-1949) 

manufactured seductive textiles of such beauty that he enchanted 

the fashion collectors of Europe.  Fortuny's work was a fusion of past 

and present thinking, a mixture of medieval and classically-inspired 

garment designs, embellished with patterns drawn from both natural 

form and Eastern geometry.  These patterns were transferred 

through the application of new techniques emerging at the time in 

photography and printmaking, which ultimately extended the 

boundaries of Fortuny's textile craft.  From his workshops and library 

housed in a palace overlooking the Venetian Grand Canal, he created 

a rich fusion of styles; his 'alchemist's den' was frequented by artists, 

celebrities and writers of the time, including Marcel Proust. (Coatts, 

2007).  Bottomley's response to the work of Fortuny is documented in 

a series of jewellery pieces entitled Tech-tile, where he also 

establishes his output in terms of “…jewellery as adornment or 

ornamentation for clothing and the body.” (Coatts, 2007).  His designs 

mirror the arabesque geometric designs featured in Fortuny's textiles 

as motifs and matrices.  Bottomley transcribes these into jewellery 

designs via a range of current technologies including digital scanning, 

reverse engineering, rapid prototyping and laser cutting and 

engraving.  An example of this can be seen in Figure 1, where patterns 

for both a bracelet and a brooch are programmed concentrically in 

one file for optimum material efficiency, and are cut by laser in various 

materials from steel to acrylic.  Figure 2 shows an illustration of a 

larger neckpiece that would have formed a third design around the 

first two pieces.
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TEXTILE DESIGN NARRATIVES BETWEEN CULTURAL CRAFT HERITAGE AND 
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Figure 1. S. Bottomley. 2007. Designs for Drape series

Figure 2. S. Bottomley. 2007. Neckpiece 1, Drape series

Bottomley sought to capture the anomalies and irregularities within 

the original Fortuny geometric textile motifs where possible, retaining 

them within the complex cut paths of the computer files and ensuring 

each circle or line remained unique and individual.  The apparent 

symmetry and mathematical geometry were therefore not 

consistent, presenting an ultimately human legacy in the final objects.  

Perfection and precision, so commonly associated with computer-

aided design, is intentionally avoided in this body of work to reflect a 

sense of ageing, brought on by steady wear and tear, evocative of 

both the relentless passage of time and the softer materials of the 

original inspiration. (Coatts, 2007)

O'Hana's collaboration with Bottomley on the Tech-tile project was 

driven by her own Ph.D. research in laser processing at that time, 

which allowed her to create coloured oxides on the surface on 

titanium using different laser systems and parameters (O'Hana et al, 

2008). O'Hana and Bottomley observed that the colours achievable 

on the titanium substrate closely matched the combinations used by 

Fortuny in his dyed silk-velvets.  An example of Fortuny's fabric is 

shown in the illustration below, sent by Bottomley for use in her 

research:

Figure 3 (a). Fabric designed by Mariano Fortuny 
(supplied by S. Bottomley); (b) S. O'Hana. Section of 

laser marked titanium bracelet.

O'Hana's research on oxidising titanium for use in contemporary 

jewellery was grounded on an established system of heat delivery by 

laser to create visible oxides on the surface of the metal appearing as 

colour, attributed to light interference (Perez del Pino et al, 2004).  

Oxide growth was controlled by setting specific parameters to deliver 

varying beam scan velocity.  By this process O'Hana created two 

bracelets for the Tech-tile series, using the images received from 

Bottomley of the original Fortuny fabric, seen in Figure 3(a).  The 

titanium pieces aspired to replicate the dyed silk-velvet that Fortuny 

printed with a Japanese motif in gold and silver.  The aim was to 

evoke a textile quality made rich by layers of printing on velvet, and to 

achieve the colours that had faded with time in the original.  One 

drawing was created in Illustrator CS2 software in order to fill the 

available titanium canvas, so that the overall image is as busy as the 

original and no background is left blank. Five different laser 

parameters were used to create the colours for this piece seen in 

Figure 3(b).

LIVE PROJECT WITH TEIXITS VIÇENS, MALLORCA
The following section presents the jewellery / textile project carried 

out between undergraduate students from the Institute of Jewellery, 

Fashion and Textiles at Birmingham City University (BCU), UK and 

Teixits Viçens, a family-run artisan textile factory in Pollença, Island of 

Mallorca, Spain. It is important, however, to first understand the 

cultural background of both parties.

The original School of Jewellery in Birmingham was founded in 1890 

as a specialist training school for the jewellery making industry.  

Today it is the largest jewellery school in Europe offering 

undergraduate and postgraduate programmes across the discipline 

spectrum.  The BA (Hons) Jewellery & Objects programme is a three-

year course that focuses on practical skills alongside intellectual 

engagement and critical thinking.  Students are trained as creative 

problem solvers and are encouraged to develop an individual and 

questioning attitude through an experimental and disruptive 

approach to materials, perceptions, and established concepts. 

In the second year of study students are offered the opportunity to 

work on a Live Project module.  The module introduces students to 

working professionally within a client brief which is set externally.  It is 

designed to develop employability skills by drawing on the students' 

existing knowledge of materials, techniques and processes to design 

and create a piece of work within the supportive environment of the 

university.  A total of 39 students opted to take the Live Project in 

2019, 31 of which were Chinese.  An increasing number of Chinese 

students have attended this programme in the last decade (Fei, 

2017).  This is the result of new international trade opportunities and 

increasing cultural relations, which sees alumni from the School 

setting up important jewellery businesses in China and becoming 

influential teachers in the field (Hunt, 1990, 2017).  This is relevant 

because of the singular relationship that necessarily developed 

throughout the Live Project between the British, Chinese and 

Mallorquin cultures.  It would be critical for the module leader in this 

project to maintain a constant translation and faithful transmission of 

dialogue between the parties involved.  It was the first time that the 

School of Jewellery had run a live project with a company in Spain.  It 

was also new to Teixits Viçens to collaborate with a British university.  

The decision to approach this company was due to O'Hana's strong 

links with Mallorca, and her long-term observation of the company's 

retail output, which is based essentially on their Ikat woven cloths, 

used for furnishings and accessories, but which excluded jewellery.

Teixits Viçens was founded in 1854, and is renowned for its family-run 

luxury textile production located in Pollença, Mallorca. It specialises in 

the design and production of typical Mallorquin fabrics, traditionally 

known as Roba de Llengües, or Cloth of Tongues: the Mallorquin Ikat, 

seen in Figure 4.

Figure 4. Teixits Viçens. Example of Roba de Llengües. 
Photograph S. O'Hana
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According to the company's history, the ancient technique of Ikat 

weaving was brought to Mallorca via the silk route in the sixteenth 

century.  The authentic Mallorquin fabric is a very resistant material, 

characterised by having an identical pattern on both sides, so having 

no front and back.  The technique is still a very manual process of 

preparing the white cotton warp threads and dyeing them with solid 

colours by tying in sections according to the pattern required.  The 

design composition is created once the dyeing is complete.  This is a 

highly complex, time-consuming manual process that can be seen in 

the regular workshop visits held at their base in Ca'n Berenguer in 

Pollença.  After this, the warp is taken to the loom where it is woven 

with linen to create a flat weave.  Viçens claim to be one of the last 

places in Europe to still use the Ikat process for production of their 

textiles (Viçens, 2019).

A collaboration between the students and Viçens was agreed and the 

project was drawn up. The main points, simplified for this paper are 

below:

· Design and make a wearable piece inspired by the fabrics and / 

or the dyeing and weaving process utilised by the company 

Teixits Viçens.

· Observe the cultural background relating to the patterns and 

designs of the cloth and understand the inspirational elements 

that are used to make them: land and seascapes, light and 

colour, climate and lifestyle. 

· Remain faithful to the materials that the company relate to.  Do 

not use plastic materials. 

· The piece should not be restricted to the notions of traditional 

jewellery but can be experimental, providing it is wearable.

Students were supplied with swatches of fabric with which to 

experiment and develop ideas.  As the project brief indicates, they 

were free to add materials to their designs with the exception of 

plastic, which the company omits in its repertoire.  Three wining 

designs would be chosen for a prize with a potential to put the most 

appropriate idea into production.  The students' name would 

thereafter be associated with the product.

To support this and introduce the culture of textile design to the 

jewellery students, whose central training is in the processing of base 

and precious metals, a bespoke workshop was organised by lecturers 

from the Textile Department at BCU.  The workshop focused on 

colour mixing using yarns and weaving.  Through the wrapping of 

yarns students were asked to explore different aspects of colour 

behaviour through the consideration of proportion, frequency, mixing, 

relationships and surface qualities.  Four-shaft hand weaving looms 

were set out especially for the students to explore weaving using 

available yarns and the students' own materials and fine wires. 

How would the cultural perspectives and material knowledge from 

the student group constrain or expand design thinking for this 

project?  The diversity of ideas presented by this mostly international 

group supplies us with many answers which are reviewed in this 

paper, but would the company receive and respond to them 

favourably from their intrinsically Mediterranean / Mallorquín 

perspective?  More importantly, would Viçens find a design that they 

would wish to put into production?

In addition, the contrast in culture that students would have to 

manage between the typically resistant materials in the jewellery 

workshop and the pliable, colourful nature of the textile world, would 

be significant at this stage of their learning.  Unlike the essentially 

clean environment of the textile studios, working with metals is, at 

some point, usually a dirty process, especially where polishing is 

concerned.  Any intention to join the two materials together would 

also present its own technical problems.  Could this cross-over of 

materials provoke a point of innovation for the company through the 

potential introduction of precious metals, or simply through the 

rethinking of pattern and colour from alternative material 

perspectives?  Ultimately the expectation to present a commercially 

viable product was in itself a challenge and in contrast to the majority 

of their other course modules.  Through the creation of a poster 

explaining their inspiration, proposed design and making process, 

students were able to order required fabrics and threads from the 

company to fabricate their work.  Of the 39 submissions presented, 

Viçens shortlisted 17 finished pieces with a view to selecting three 

winners.

SELECTED WORK 
The presented outcomes can be categorised in the following groups:

1. Direct use of company fabrics / threads 

2. Use of specific company patterns and colour

3. Inspiration from technology or local environment

4. Winning designs

1 Direct use of company fabrics / threads
Given the singularly striking qualities of the fabric and the extensive 

palette of colour and pattern offered by Viçens, it is predictable that 

most designs would aim to celebrate this.  In group 1, an imaginative 

solution seen in Figure 5 illustrates how the simplicity of a stylised 

metal landscape cut in profile can set off a choice of fabrics to suit the 

customer as a brooch with multiple background variations.  This 

effective design stems from a concern for waste from factory 

leftovers, but the student also points out that: “If somebody bought 

Teixits Vicens products before, but these products are timeworn now, 

he or she can buy a frame, then cut those timeworn products to the 

proper size and put them in the frame to get a brooch.” (J.F.)  

Furthermore, the designer suggests that the frame can be cut from 

different materials, for example silver, wood or silver.

Figure 5. Student drawings for brooch using Teixits 
Viçens fabric. Photograph S. O'Hana

Focusing on the selvedge of many joined fabrics, the piece in Figure 

6(a) also presents the skill of anticlastic raising, done by hammering 

on specially formed stakes.  The fabrics, sewn together, are added as 

a separate component and remain in place through pressure, 

showing off the edges, with the vibrancy of colour and hints of pattern 

appearing between the layers, seen in Figure 6(b).  It is a good 

example of how students can be driven primarily by a specialist 

technique in their own field.

Figure 6(a). Student design for bracelet, gilding metal; 
(b) finished bracelet with Teixits Viçens fabric. 

Photograph S. O'Hana

USE OF SPECIFIC COMPANY PATTERNS AND COLOUR
There are many processes that students have access to at the School 

of Jewellery beyond the traditional ones available to jewellers and 
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silversmiths.  One such example is dye sublimation, a technique that 

allows dyes to be transferred through heat onto other materials such 

as plastic, card and anodised aluminium.  The bracelets in Figure 7 

are an intriguing example of this, as they capture a wide collection of 

specific company patterns through a miniaturised interpretation of 

them.  Feedback from the company questioned that this could be 

made, however, the reduced digitised image of their patterns was 

effectively transferred, giving their products a new window of 

opportunity in anodised aluminium, the method of production of 

which was recorded on the poster for the client. According to the 

designer, the deployment of such diverse patterns is a reference to 

the rich and colourful ikat weaving background of the company and 

the geographical position of Mallorca situated between different 

cultures in the Mediterranean. 

Figure 7. Student design for bracelets in aluminium using 
Teixits Viçens patterns. Photograph S. O'Hana

The distinct shapes that Vicens are renowned in their Roba de 

Llengües or Mallorquin Ikat, are picked up in the bracelet illustrated in 

Figure 8(a).  By first reducing one llengüa or tongue, to a stylised 

minimum of three steps, the design then relies on repetition and 

inversion of the individual elements to create a pattern which in itself 

references the staggered structure of the original motif.  Meticulous 

sewing applied to all edges of the fabric define each element, as 

shown in the illustration of Figure 8(b) and are sewn together to form 

the flexible bracelet.  The addition of silver components and company 

logo are an enterprising decision by the designer, adding value to the 

fabric as jewellery.

Figure 8 (a). Student design for bracelet using Teixits Viçens 
fabric; (b) Diagram to show composition of design element 

for bracelet. Photograph S. O'Hana

INSPIRATION FROM TECHNOLOGY / LOCAL ENVIRONMENT

Less predictable were the pieces submitted that took inspiration from 

the technology employed in the weaving process and the observation 

of how cloth is built through a process of intertwining thread.  The 

image in Figure 9(a) shows a bracelet composed of identical 

elements extracted from the understanding how adding a warp to the 

weft requires alternating vertical movement of shafts.  The piece 

presents cutting edge technology to represent the loom's mechanical 

action, as is demonstrated in the diagrams in Figure 9(b) It is drawn 

using a CAD programme, 3D printed and cast into solid metal before 

plating.   It is the only piece to concentrate entirely on articulation with 

no reference to colour, 

Figure 9 (a). Student design for articulated bracelet; 
(b) Diagrams to show articulated unit for bracelet. 

Photograph S. O'Hana

unlike the piece in Figure 10(a) where colour takes centre stage.  At 

first glance it appears that the designer has dyed the threads in her 

brooch with solid colours by tying them in sections according to the 

pattern required, as in the Roba de Llengües method of tying 

explained earlier.  However, the technique is an illusion of this, as it is 

composed of a fixed warp of silver metal across which individual 

coloured threads are woven to specific points on the warp.  The 

enlarged image of the brooch, shown in Figure 10(b), illustrates the 

resourceful nature of this design that, by measured composition of 

white amongst coloured threads, achieves the effect of the original 

llengües in a scaled down version appropriate for wearing as 

jewellery.  It is worth noting in Figure 10(b) the attention given to 

individual threads and how they are intentionally dovetailed with the 

neighbouring ones, creating the phasing in and out of colour across 

the weave.

Figure 10(a). Student design for brooch using metal as 
warp and threads; (b) Close up to show detail of woven 

threads. Photograph S. O'Hana

WINNING DESIGNS
Viçens made two choices from the 17 shortlisted.  A third submission 

was chosen by the author as module leader to acknowledge the 

diversity of responses delivered.  This third design, a hair pin, is 

illustrated in Figure 11(a) and consciously brings the Chinese culture 

into play.  The designer observes that the patterns in the company 

fabrics remind her of traditional Chinese accessories, and proceeds 

to deconstruct them into three-dimensional elements.  Three 

different elements are cut in wood and wrapped in coloured threads, 

referencing the original Mallorquín fabrics, but the final composition, 

with tassels and gold coloured hairpin, is a uniquely Chinese 

response.  The graceful drawing in Figure 11(b) indicates the wearing 

suggestion and further illustrates the distinct cultural origins of this 

proposal.

Figure 11(a). Student design for hairpin; 
(b) Drawing to show hairpin in context. 

Photograph S. O'Hana

In second place, and taking direct inspiration from the machinery 

employed in the Viçens factory, is the bracelet shown in Figure 12. The 

design is a sincere translation from the mechanical spinning 

equipment. Onto the gold coloured frame, the designer brings a thin 

strip of company fabric to replace the threads spun onto the 

machinery in recognition of the textile nature of the project, but 

otherwise offers a genuine, clean-lined translation of the company 

ethos, its contemporary aesthetic suitably fitting the luxury 

Mediterranean lifestyle Viçens are renowned for promoting.

(a) (b)

(a)

(b)

(a) (a)

(a) (b)
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Figure 12. Student design for bracelet using Teixits Viçens 
fabric on metal. Photograph S. O'Hana

The first prize was awarded to a unique design idea that offered 

commercial potential for Teixits Viçens.  As with other entries, its 

inspiration is taken from the iconic stepped patterns of the woven 

llengües, however the concept presents an innovative product that 

would especially appeal to a younger audience.  Using a thoughtful, 

precise combination of separately created components, the designer 

has invented a DIY brooch kit, illustrated in Figure 13(A), complete 

with brooch elements and findings, colour coordinated threads for 

winding, instruction sheet and a bag for safe keeping, shown in Figure 

13(b). The idea is appealing because it attracts, though not 

exclusively, a younger audience, but also, in unpicking the 

composition of the fabric and reducing it back to its original threads, 

presents individuals with the freedom to arrange their own colour 

variation to suit.  The kit provides the customer with more ownership 

than usual in a piece of jewellery, as it allows them some authority in 

the making as a novice jeweller / weaver, thereby reinforcing the hand-

made character of the company ethos. 

Figure 13(a). Student design for DIY brooch using Teixits Viçens 
threads; (b) Components of DIY brooch kit. 

Photograph S. O'Hana

CONCLUSIONS
Through the selection of the few examples illustrated, the work has 

demonstrated the significance of cross-cultural projects whereby 

diverse craft vocabularies are shared in the interest of expanding the 

production range of an independent, bespoke industry.  However, 

industry and academia are not always reconciled and expectations 

across cultures can vary unknowingly.  Whilst lecturers may see the 

potential of submitted designs, the project has not been concluded by 

the company or any discussion had with regard to developing the 

winning design into production, despite an enthusiastic and 

personable relationship maintained throughout.  Was the work 

unappealing to the company? Did the designs not fit their aesthetic?  

Were they disappointed by the execution, perhaps confusing 

prototype with finished article?  It is also conceivable that they could 

not resolve locally the commercial production of the designs. 

Responsibility by the School ensured the winners were awarded their 

due prize, however, putting to rest the uncertainty from the students 

and finally concluding the module.

It was important for Viçens in this project that students maintain the 

company ethos, to exclude plastics and observe the artisanal nature 

and provenance of the work. They were presented with differing 

cultural perspectives, exemplified by the Chinese / Malloquín inspired 

hairpin seen in Figure 11(a) and new material knowledge such as the 

dye sublimated bracelets illustrated in Figure 7.  Both offered an 

expansion in design thinking for the company and, importantly, 

shared a common ground with them in demonstrating a love of 

materials and making technologies.  Material knowledge and the 

understanding of how things are made have been heralded as 

increasingly important skills to nurture and maintain in our age of 

relentless technological advance.  “…handmade, well-made things 

aren't cheap but their value isn't solely monetary. It's political and 

social – to know how and where something came from into being 

makes us more invested in it, so much so (that) we become 

responsible consumers.” (Lloyd-Jones, 2011).  Responsible 

consumerism, as quoted by Lloyd-Jones, is a singularly twenty-first 

century problem that makers are now faced with, and that can no 

longer be overlooked.  Involving the customer in the act of creation, 

such as the DIY kit in Figure 13(a) is an important part of that proposal 

because it instils in the customer the investment mentioned by Lloyd-

Jones of knowing where the object comes from, but better still, how 

the object is made.  The design is also important because it informs a 

new and, crucially, younger audience about the hand-made and of 

how something works, as Lloyd-Jones writes.  Antony Gormley also 

explains “Making is thinking. It's so important from an early age to 

encourage young people to make art and look at art, and the fact that 

we would privilege numeracy and literacy over visual awareness is a 

sad indication of an increasingly corporate value system.  We must 

give young, curious, inquiring minds the ability to have the confidence 

in their own perception.  Treat your own response with more value 

than something you read in a book.” (Gormley, 2016)

Making, of course, is not all about the hand made. It includes the 

intelligent use of innovation that technology apportions the crafts.  

Mariano Fortuny showed this in his textiles and was a clear advocate 

of the newly emerging techniques in photography and printmaking.  

In the Tech-tile project, Bottomley and O'Hana responded to Fortuny's 

ouvre by exploring the technologies of their own era, with laser 

processing being used as innovation, but which was already 

becoming an established and regularly used tool for artists, especially 

in the fashion and textile cultures.  Fortuny would most likely have 

made very effective use of a CO2 laser to engrave his rich velvets and 

replicate devoré amongst other specialist techniques.  Many new 

technologies are presented in the Viçens project, mainly through the 

use of 3D printing which is now in regular use at the School of 

Jewellery, such as the bracelet in Figure 9(a).

What strategies can emerge to promote communication and 

understanding between the designers and clients and collections, for 

heritage interdisciplinary practice-based research?  A different 

methodology to the Viçens project was used for the Tech-tile work, 

which allowed Bottomley to travel directly to the Fortuny Museum in 

Venice, visit and work in the museum and undertake research on site.  

This has great advantages in that it enables the researcher to build 

strong relationships with the museum staff and curators, absorb the 

original essence of the subject and culture involved and ultimately be 

able to contact personnel directly for information.  By contrast, only 

O'Hana as module leader was in contact with the team in Mallorca, 

able to travel in person and represent the group of 39 students, most 

of which were international.  It was all the more important to establish 

good lines of communication between herself, the staff at Viçens and 

the students for a successful collaboration, especially given the 

layers of cultural and language diversity.  Beyond a client / maker 

relationship it was important to ensuring the project also became a 

partnership, and that future work might be developed here.  In their 

feedback, Viçens point out that “… as we are not jewellers, the 

collaboration with students from Birmigham City University has been 

very useful to us because it has brought us close to the essence, the 

most primitive and innocent part of the creative process.  Being linked 

only by craft is very exciting and experimental, because we speak the 

same language, without ever having met.” (Campomar, 2019).  

(a) (a)
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Despite the inconclusive ending of the project they also state an 

interest in carrying future work with the university, which is a valuable 

outcome for future partnerships.

From O'Hana's perspective as a researcher, the project helped to re-

ignite an emerging project that had been delayed for some time.  An 

upbringing on the island accounts for the prior in-depth 

understanding and familiar knowledge of the Viçens textiles, and their 

linear patterns had been a source of interest for inclusion in a series of 

specifically themed brooches.  It was informative and enriching to 

observe how the 39 submissions had resolved, successfully and 

unsuccessfully, different ways in which to attach fabric to metal and 

other materials, with all the long-term consequences that these 

mixed-material pieces might bring.  There were also lessons to be 

gained from orchestrating the different cultures, bearing in mind that 

the original languages of the stakeholders involved was Mallorquín, 

Castellano (Spanish), Mandarin, with English in the minority and 

individual cases of Ukrainian, Farsi, Indonesian and Thai.  Feedback 

for the students on their designs was handwritten by the company 

marketing director in Spanish on each of their posters, but the Viçens 

team used Mallorquín as a first language in conversation and in all 

their printed materials.  It required clear translation into English, so 

that this mostly international cohort of students could effectively 

utilise the information to improve their designs prior to making.  The 

feedback in itself was less critical than observational.  As Campomar 

states in the company feedback for the project, it was difficult for 

them as textile designers to see the designs through the lens of a 

jeweller (Campomar, 2019).  

More importantly for O'Hana, however, was the wide-ranging 

characteristics of the collaboration which directly builds on previous 

work developed by her between the disciplines of contemporary 

jewellery and science, using her practice to create jewellery pieces as 

carriers of information. Treading the ground between extreme 

discipline areas can yield innovative results, not least because these 

can be presented to non-specialist audiences to deliver new and 

emerging research knowledge (O'Hana, 2012). In the project with 

Teixits Viçens, the author has manoeuvred a dialogue between the 

extreme cultures of China, one of the largest countries in the world, 

known for its mass commercial production and where plastics are 

used in vast quantities for its merchandise, and an individual, 

bespoke, family-run business on one the smallest islands in the 

Mediterranean, producing hand-made luxury products in one small 

factory using mostly natural materials. Concept and design, 

manufacture and retail all occur under one roof. On this local scale, it 

has been the common thread of making and education of visual 

awareness, which Gormley speaks about (Gormley, 2016) and that 

Campomar also emphasizes (Campomar, 2019), that has linked the 

conversation between the different contributing groups. The extreme 

nature of the project is important because it informs each party 

directly of real attributes thereby helping to dissolve established 

preconceptions from either culture. The dialogue is extended further 

by the opportunity to present the work in Jaipur, India, a city world-

renowned for its jewellery and textile cultures.

The concept of engaging students in research is documented under 

the title of Student as Producer by Neary, where he explains “Student 

as Producer is a critical response to attempts by recent governments 

in the UK, and around the world, to create a consumerist culture 

among undergraduate students.  The context for the new student as 

consumer is a system of higher education dominated by marketized 

and commercial imperatives involving the intensification of 

academic work as a key economic priority.” (Neary, 2010).  Student as 

Producer challenged academics to design research-engaged 

teaching and learning into the curriculum, thereby aiming to reinvent 

the role and purpose of higher education and not just the future of 

teaching and learning (Neary, 2010). It is clear, however, that research-

engaged teaching and learning is central to the School of Jewellery, 

as has been illustrated by the results of this project and which will 

continue to be at the core of the next live project in 2020.
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ABSTRACT
To be 'disposable' or to be 'meaningful'?  Rapidly accelerating 

technological, socio-economic and political changes have led to a 

black and white material divide. The counter point to 'disposable' 

corporate materiality is to cultivate collaboration, to rethink hand 

craftsmanship, to reintegrate output methods, and to repurpose our 

global resources. Our greatest asset of human labor is the 

unpredictability of the mind: to imagine, experiment, and incorporate 

individual experience into the making.

There is sex appeal in a product narrating its influences: its place of 

origin, the maker, regional artisanship, culturally specific style, clear 

and sustainable material sources and a meaningful connection to the 

end user.  Increasingly, it is not the product itself that sells, but rather 

consumer identification and engagement with product content. 

Today the primary challenge in the luxury branded sector is product 

sterility. Corporate financial officers have perfected low cost output 

by neutering their products. Individuals yearn to identify, connect, 

participate, 'do good' and expand their reach authentically. Materiality 

with 'guts and soul' has the potential to become profitable and as 

globally impactful as disposable mass production. The age of 

'faceless stuff' is ringing empty, and a dawn of fewer, more 

meaningful materialities has an opportunity to flourish.

#Keywords: Disposable-Meaningful Divide; Crowd Funding and 

Personal Identification; Redesign of Making; Limited Edition and 

One-of-a-Kind Collaboration; Technology Mates with Hand-Made; 

Remnant, Renewable and Regional Materials; Disruption and 

Innovation

To what end do we make 'more stuff'? To be 'disposable' or to be 

'meaningful'? In rare moments, 'cheap disposable' carries 'meaningful 

connection', but the mid-range and middle grounds are vaporizing.

We are each sitting in the midst of massive material and cultural 
shifts. The global population is heaving. Technology is decreasing our 
need for labor and 'stuff'. Our homes are becoming smaller and more 
difficult to own. Food, materials and transportation are becoming 
more monetarily and environmentally costly. Product variety is 
homogenizing as 'designers' and producers scour the Internet and 
social media for 'inspiration' rather than investing adequate time to 
draw upon themselves. Educational systems are rewarding rote 
learning, mimicry and copying rather than creative analytical 
reasoning, brainstorming and risk taking. Corporations and 
government legislation are reinforcing the global 1% 'have'- 99% 'have 
not' divide. Consumerism is occurring increasingly at home and by 
doorstep delivery. Physical retail spaces are becoming ghost lands 
and graveyards within our urban spaces. Human interactions are 
becoming physically distant. Western churches, synagogues, 
temples and mosques are becoming increasingly empty. Organized 
religion is struggling to engage younger generations on terms that 
they are able to consume and digest. Growing bodies of people from 
every socio-economic stratum find themselves feeling devalued, 
discarded, disempowered, displaced and hopeless. Audiences distill 
down to hash tags and key words. And, it is no longer the product itself 
that sells, but rather consumer identification and engagement with 
product content. 

How do these global shifts impact product direction today? At 

present, luxury brands struggle to secure exclusivity, brand 

recognition and hip 'sex appeal' at the top of the instantaneously 

trickling down fashion chain. Mid-sized manufacturers and regional 

brands are being squeezed out of their multi-generational, profitable 

niches. And, the world is drowning in mass-produced products that 

fail to define uniquely the end user or any hands involved in the 

making. Mega manufacturers and corporate fashion houses have 

perfected bottom-line profitability, uniformity and 'trending'. Every 

time we buy a piece of disposable fashion, Ikea furniture, or Costco 

and Aldi products, we are complicit in supporting the environmental 

and human sacrifices that make 'cheap stuff' possible. Low cost 

corporate productions will continue to flourish because the average 

individual faces realistic financial constraints, lives at a physical 

distance from reported abuses, and exists within their confines of 

self-preservation, rationalization and laziness. So why do we as 

consumers continue to shout about corporate ethics? What do 

consumers look for beyond the 'cheap stuff' that fulfills basic needs or 

a 'quick shopping fix'? 

It is not about criticizing the 'disposable,' but developing the flip side of 

the coin. The counter point to 'disposable' corporate materiality is to 

stop discarding valuable human skillsets, remnants and 'waste' and 

to reassess these assets. It is time to design new forms of 'product', to 

rethink hand craftsmanship, to reorganize output methods, to 

repurpose our global resources and to cultivate collaboration. 

Individual artists, artisans and designers throughout the world are 

pushing boundaries, engaging, and innovating. Pockets of Britain and 

the European Union, Brooklyn, Portland and the San Francisco Bay 

Area are authentically cultivating isolated albeit spectacular support 

systems for small regional productions, hand craftsmanship and 

wide-spread consignment shops. These trends have the potential to 

become 'only the tip of a new iceberg'. 

Growing audiences are seeking connective products with 'guts and 

soul', identification and traction beyond themselves. There is beauty 

in a product's narrating its influences: its place of origin, the maker, the 

development process, culturally specific style, clear and sustainable 

material sources and a meaningful connection to the end user. A 

typical pair of blue jeans says little today; it could be made, worn-in 

and identified with any part of the world. Conversely, a sari, lungi or 

kimono celebrates regional connection.

The Soul-less Shirt
As an arbitrary example of a common situation, consider a basic 

cotton Ralph Lauren men's button down shirt selling in one of the 417 

global Ralph Lauren stores for $100 (7200/- INR). The cotton was 

grown in Tamil Nadu. The thread was spun in Gujarat. The fabric was 

woven in China and shipped back to India. The fabric was stitched in 

Bengaluru. The shirt was exported to a Ralph Lauren Distribution 

center. The shirt was then shipped to their Madison Avenue New York 

flagship store. If the shirt doesn't sell, it will be shipped to the 

distribution center of an American discount conglomerate. And then 

the shirt will ship to a discount store. Before selling, this garment may 

have required seven or eight shippings. Yet this shirt shows no trace 
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of its extensive travels aside from the tag “Made in India” or perhaps, 

“Designed in America. Made in India.” 

What has Ralph Lauren achieved by disconnecting the 

manufacturing process and hiding the supply chain for 30 years? 

Clearly, the environment does not benefit and labor is squeezed to the 

bottom line. It is highly unlikely that the design reflects any aspect of 

Tamil Nadu, Gujarat, China or Bengaluru. Yet, for 50 years the 

consumer has been able to buy a shirt of similar costing and 

appearance. By lucratively compartmentalizing the design-making-

marketing chain, Ralph Lauren has been able to minimize retail prices 

while increasing corporate profitability and global brand presence. 

But at what cost to the 'soul' or identity of the shirt? Today the primary 

challenge in the luxury branded sector is product sterility. Corporate 

Financial Officers have perfected low cost output by neutering their 

products.

Ralph Lauren branding teams work tirelessly to tell the story of 

authentic old school, East coast, blue-blooded Americana. But in 

reality, the brand has disempowered their shirt by severing from its 

material lineage of Texas and Georgia grown cotton and abandoning 

New England textile mills and stitching factories. The brand sold out 

both American factory owners (New England aristocracy) and 

American labor. Western millennials are seeing the artifice and 

rejecting the emptiness behind products. This generation wishes to 

own less and chooses to spend more money on fewer products with 

which they 'feel' personally engaged. The WASP-y models, stoic dogs 

and familiar Rhode Island yacht club images 'feel' empty and 

irrelevant. The temporary solution for Western corporates is to reach 

out to Asian markets where the blue-blooded American and European 

mystique continues to hold aspirational sex appeal. Meanwhile, 

America, Europe and ' the top 1%' hunger for authentic emotional 

connection.

Crowd Funding and Personal Identification
How can innovative minds increase connection, perceived value and 

profitability by using on-line platforms, highlighting fingerprints, 

mating technology with traditional handwork, and repurposing 

remnant and regional materials? At all stages of the design-

manufacturing-branding cycle, it is imperative to ask four inseparable 

questions:

• Does this product have an honest, clear and gripping narrative?

• Does the product exude 'sex appeal' and celebrate the true 

nature of its making?

• Does the product cultivate connection and the desires of its 

pre-defined consumer base? 

• Is the price point alluring to both the consumer and creator?

One of the best ways to understand the power of identification, pro-

active sharing and product stories is to look at crowd funding videos. 

Crowd funders pay more for good ideas, authentic intentions and 

'knowing' the maker. As one example, I will use Unocup, a recently 

successful Kickstarter project that has nailed each product 

imperative on its head. (https://www.kickstarter.com/projects/ 

u n o c u p t o g o / u n o c u p - t h e - n e w - f o l d a b l e - p a p e r - c o f f e e -

cup?ref=section-design-tech-projectcollection-9-tag-newest)

• The narrative offers a clear, unique, low-cost solution to 

eliminate plastic lids from our landscapes and oceans. Who 

can object?

• The video warmly introduces the makers and celebrates hand-

made by offering limited edition hand painted cups as well as 

the basic commercial versions.

• Unocup appeals to the needs and desires of  any 

environmentally aware person who buys or sells coffee or just 

wants to 'do good'.

• Donation categories of $12 to $535 were priced for everyone. 

Unocup raised $31,256, nearly tripling its goal, and enabled a 

profitable production. 

Unocup cultivated significant support from 746 like-minded, on-line 

'backers' by offering a clever, environmentally more-friendly solution 

and by successfully integrating mass-manufacturing technologies 

with the hand-painted, human touch.

It is ironic that in our technological age nations catalogue each person 

simply by their fingerprint. If countries catalogue each of us by our 

basic uniqueness, why are many leaders in design, manufacturing, 

branding, education, politics and, religion hesitant to explore 

simplistic innovative ideas, messy fingerprints and quirky 

irregularities?

The Redesign of Making 
Our greatest asset of human labor is the unpredictability of the mind: 

to imagine, experiment, and incorporate individual experience into the 

making. Every day, people as repetitive machines are being replaced 

by 100% technological precision. Higher living wages are pushing out 

labor, and affordable equipment is eliminating the 'human touch'. A 

systemic redesign of the design-manufacturing-branding circle can 

capitalizes on human uniqueness, transform visual variants into 

advantageous product features, and extend the value circle of 

materials. This transformation from irregular error to celebrated 

asset is imperative.

Consider the role of the designer. A designer of any materiality does 

not piece together beautiful bits, bobs and boobs to create decorative, 

'eye candy'.  A designer applies the mind.  A designer is a person who 

painstakingly analyses a specific observation, a need or a desire; 

brainstorms, rejects, obsesses and brutally dissects ideas in original 

ways; carefully observes and experiments with the subtle natures of 

their particular output process; and pushes this deeply laborious 

exploration until a unique, cutting-edge result is achieved. Design 

thinking is often a cyclical, painful, cathartic process that takes 

multiple rotations to achieve the first sign of success.  It is imperative 

that a designer understands all aspects of the making process. 

Analyzing the strengths, weaknesses and variants of materials, skills, 

and output methods is essential to pushing boundaries, producing 

optimal results, and implementing cutting edge change. 

Designing is an existence within an endless orb of black holes. 

Sometimes one 'gets lucky' and a black hole inverts into amazing 

results. Most of the time, black holes grow deeper and deeper and 

deeper. At a decisive point in a project, a designer must spin it out by 

drawing upon previous failures; successes; and every aspect of their 

material, conceptual and contextual understanding. Our material 

future will be shaped by a formulation of 'disposable' and fresh juice 

squirting itself out of these black holes and into meaningful future 

products. This circular process of reevaluating, rejecting, and 

recreating is the key to 'meaningful materiality' and the success of 

smaller scale, design-manufacturing-branding cycles. 

Limited Edition and One-of-a-kind Collaboration
Hand-made, 'one-of-a-kind' collaborations demand both this 

intensive design process and patient, respectful, flexible exchanges 

among lead creative and craftspeople. Failure is a frequent 

occurrence and often more informative than a success. Making 

successful human-centric collaborative systems involves frequent 

experimentation and reevaluation of the design-manufacturing-

marketing cycle. Unlike the global production of 'disposable fashion', 

it is an unrealistic expectation to design in San Francisco and grow 

dynamic collaborations with foreign artisans during one-month 

visits. It is the unspoken rapport and daily decision making between 

the cracks that shapes the bones of any experimental collaboration.  
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This is not to say that factory management cannot execute stunning 

hand-made products for clients. Small factories play a very important 

role in translating foreign designers' ideas into handmade products, 

but the factory owner has necessarily interpreted and edited the 

outcome. Hand-made productions never have one clear method or 

outcome. It is only through continual observation and evaluation of 

failures that one possesses the opportunity to shape new technical 

methods and success stories.

As a starting point, allocating 'blank canvases' for handwork within 

designs ensures visual unity and offers an invitation to maker-

influence. The 'blank canvas' technique enables designers to identify 

the strengths and weakness of varying skill sets, begin productive 

training and reshape the original design to showcase human assets. 

When collaborating with master artisans, the lead-creative must 

allow personal styles and interpretations to find voice within the 

piece. It can be a highly rewarding, deeply collaborative process 

yielding unexpected one-of-a-kind outcomes that far surpass any 

individual talent. A well developed product highlighting human touch 

has unparalleled power to generate human connection and ideally, to 

increase perceived value and profitability.

In 2007 I was fortunate to begin work with a cluster of Burmese 

repoussé artisans and Michael Boy, an accomplished German 

designer.  As with most Middle Eastern and Asian craftspeople, this 

long lineage of artisans produces religious objects, specifically 

sterling silver offering bowls for Buddhist patrons and monasteries. 

Both Michael and I had had varying previous experiences working 

within more controlled Indian, German and Mexican silver 

workshops. This Burmese workshop involves an outdoor, roof-

covered dirt floor, six-inch high wooden stools, a wood fire, old leather 

bellows, and no dependable electricity. On our first visit several 

artisans were working on a 90-centimeter (36-inch) diameter sterling 

silver bowl fully covered in chased traditional Buddhist imagery; we 

were incredibly excited. To establish a collaborative starting point, we 

gave the artisans an array of images ranging from a painting in 

Michelangelo's Sistine chapel to a National Geographic photograph of 

monkeys to miniature erotica paintings to our own drawings. To 

ensure clear communication devoid of most words, we marked all 

images with “+“s and “-“s to indicate the metal being hammered up or 

down. Through all the beautiful, botched and hilarious results, much 

patience and seven years of collaboration, we became increasingly 

able to identify the more successful forms, motives and directions to 

pursue.

Continuing during a thirteen year span, these master artisans and I 

have developed a strong visual vocabulary grounded in the nature of 

silver and copper metal sheet, hammering from both sides, and 

turning the wrist and object to shape my spiraling, breast-like, custard 

apple forms. While making these irregular spiral drawings, I rotate the 

paper in a similar spiraling rhythmic motion to that of repoussé. I 

choose to create deliberately irregular forms to push a sense of 

'humanness' rather than defer to mathematically formulaic spirals. 

The intrinsic irregularity of hammering, stretching of metal and 

inevitable artisan improvisations further my original intentions to 

create tactile, mutating, unpredictable one-of-a-kind forms. The 

inherent manufacturing irregularities have become my assets. Today 

these forms are beginning to take on a robust life of their own 

precisely because my vision of the forms evolved with my 

observations of the artisan's inherently irregular hammering and the 

need for ease of movement while working on larger and larger pieces. 

The collective result surpasses any one person involved. Our 

collaboration has become it's own unique language. It is a very 

humbling, intense, sometimes painful and ever-evolving dance.

The further an Artist-Artisan collaboration is explored, the more 

unique and pronounced the visual style becomes.  As an experiment 

in metal repoussé, I have given the same drawings to a Burmese 

artisan, a Tibetan refugee artisan with whom I work in Katmandu, as 

well as to a Muslim artisan in Jaipur. The results among all three long-

term collaborations have been entirely different despite beginning 

with the same drawings. Each of these three collaborations have 

taken on a unique life all its own.  A drawing may be read as concave 

or convex, scale may change, details may be omitted or added, 

hammering styles create very divergent emotional feels within the 

objects and on and on. The potential evolutions are endless, and it is 

this combination of variability that makes artisan collaborations a 

roller coaster of inspirations, headaches and successes. 

Luxury brands hold a valuable opportunity to differentiate themselves 

by engaging artists and expert workshops skilled in refined 

collaborative production practices and limited edition, high-end 

products. BMW's extensive art engagement including racing cars 

painted by Andy Warhol, Jeff Koons and others; Cartier's one-of-a-

kind clocks, and Louis Vuitton's hand painted bags are just a few 

examples of couture's need to reengage and promote hand-making in 

order to retain their exclusivity.  At the same time, artisans need new 

opportunities of engagement, or their craft will die. Luxury brand-

Artist-Artisan collaboration hold the potential to become one of the 

corner stones of 'Meaningful Materiality' provided luxury brands are 

not too risk adverse to push beyond norms.

Technology Mates with Hand-made
Are technology and artisans like vinegar and oil?  Absolutely not. 

Technology can improve a hand-made production's efficiency, quality 

and scope while maintaining product integrity. The success of mating 

technology and artisans is entirely dependent upon the designer's 

clear understanding of product objectives, human skillsets and any 

technology under consideration. 

In 2001, I had the formative experience of founding a San Francisco 

design studio. Our mission was to use our 4-axis CNC machine to mill 

casting wax into my tabletop and accessory forms. Before casting in 

sterling silver or bronze, I would draw into the wax with metal tools to 

create one-of-a kind imagery and texture on each object. This very 

new CNC endeavor twenty years ago proved problematic, but the 

clear intention was to mate technology with the handmade, and 

arguably to this end, we were successful. Technology and the 

handmade are perfect partners.

Remnant, Renewable and Regional Materials
The past three years have provided me the unique perspective of 

transitioning a mid-sized garment factory of two hundred employees 

into a small-scale production unit juggling intermittent standard 

orders with my remnant garment work. What can be learned from the 

failures and successes of this volume and material transition? How 

can labor roles be redefined to serve more efficient workshops?  

Factory management can increase efficiency, quality and profitability 

of labor by considering the following six steps:

• Build a leaner production team by rethinking obsolete labor 

divisions and retraining. Fewer, multi-skilled employees reduce 

miscommunication and dependency upon volume production 

and outside buyers. 

• Invest time questioning and listening to labor. Evaluating 

suggestions and complaints often leads to increased 

production efficiency. 

• Train labor to assume greater accountability and pride in their 

work by recognizing and rewarding best efforts. 

• Consider smaller initial productions (under 200 pieces) that 

cultivate 'meaningful materiality' and hold the potential to thrive 

in the global context. 

• Increase knowledge and engagement in the messy 
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procurement, preparation, and utilization of remnant and 

renewable materials sourced outside standard supply chains. 

This 'sourcing service' can generate greater factory profitability, 

deliver greater 'material meaning' and increase the probability 

of reorders. 

• Cultivate and incorporate regional resources into productions 

thereby enhancing the product's connection to place of 

making.

Success of a production team increases with: 

• Defined points of contribution for each participant;

• Open channels to communicate suggestions, questions and 

obstacles;

• Clear engagement, flexibility and follow through by the decision 

maker; and

• Shared understanding of design objectives by both labor and 

decision makers.

While this human-centric approach demands management's 

increased engagement 'on-the-floor', these new systems enhance 

efficiency, productivity, product uniqueness, client satisfaction and 

potential product return.

Working with non-replicable materials outside traditional supply 

chains demands that the vast majority of energy be invested into 

sourcing and sorting materials. Procuring, preparing and utilizing 

these materials is a messy, exhausting, ever-changing process that 

requires the establishment of a strong, clearly articulated 

organizational system: 

• Design your product before buying materials. Typically large 

quantities of material must be amassed at once and pressure 

to utilize volumes builds quickly.

• Discard defective material and prepare usable material for 

manufacturing.

• Organize material by color or other parameters.

• Articulate acceptable and unacceptable variants to labor. 

• Cultivate and incorporate regional resources into productions 

to enhance the product's connection to place of making.

Factories familiar with ordering identical material batches from 

standard supply chains will need to reorganize production methods 

and retrain staff. Even one non-thinking team member will lead to 

huge losses in time, product and profits. Constant attention to labor, 

material quality and manufacturing detail is essential.  To minimize 

production delays, it is imperative to develop designs that 

accommodate a wide range of variables and to draw upon 

continuous experimentation and problem solving.  The challenge is 

not for everyone, but the benefits can be profound.

Happy Lab's accessory collection is an example of incorporating 

remnants, handcrafting traditions and technology. Remnant leather 

is die-cut and then laborious material sorting, color placement and 

hand stitching form a lengthy production cycle. Sourcing quality 

remnant materials, discarding imperfect pieces, arranging ever-

changing color patterns and ensuring quality control demands far 

more time than traditional full hide production. Training labor to 

achieve consistent results requires constant attention to material 

variables and a fair amount of madness. The authentic use of 

remnant, renewable and regional materials is not worth the effort 

merely for marketing hype. Bringing the discarded to purpose is an 

exciting design challenge, positive global contribution and an 

incredible amount of hard work to envision new systems that ensure 

the project's sustainability and success. Labor-intensive renewable 

material processes inherently connect consumers to purpose, add 

perceived value, and become profitable through carefully strategized 

systems.

If 21st century hand-made production is to continue on a significant 

commercial scale, the hand-made must consciously cultivate human 

connection, yearning and identification lacking in disposable mass 

productions. Materiality with 'guts and soul' has the potential to 

become profitable and as globally impactful as disposable mass 

production. Individuals yearn to identify, connect, participate, 'do 

good' and expand their reach. The age of 'faceless stuff' is ringing 

empty, and the dawn of fewer, more meaningful materialities has an 

opportunity to flourish.
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ABSTRACT
The conference track theme in relation to this paper is Disruption & 

Innovation - Academia & Industry. In facilitating discussion on the 

disrupting factors facing the fashion industry, we aim to show how we 

are identifying opportunities to ease and expedite a transition from 

the now to the new in an understanding of fashion design education 

and practice. Exploring how an active integration of academia and 

industry at masters level can provide an alternative to an otherwise 

one-sided offering which only looks to support design talent to 

become sole practitioners. 

 

This research paper provides an analysis of a workshop developed by 

the authoring researchers Chelsea Franklin, Susan Postlethwaite and 

Kat Thiel, alongside their contextual findings. The workshop uses a 

tool for debate, Discourse, designed by Chelsea Franklin while she 

was an MA fashion student at the Royal College of Art. The tool was 

developed as a response to, and recognition of, the struggle of 

working as a siloed, sole-practitioner/ designer within education 

whilst understanding that the industry is built of complex supply 

chains and networks of individuals. 

 

The work has emerged from a new fashion pedagogic  model that 

aims to produce a multidisciplinary fashion student/ researcher/ 

designer. We will share the first results of this on going research which 

is currently being developed in tandem with the RCA MA Fashion 

course, encouraging students' to engage intellectually with their 

discipline and to question and hold to account new industrial models.

This research is part of a larger body of work currently being 

developed through Future Fashion Factory: Digitally Enabled Design & 

Manufacture of Designer Products for Circular Economies AHRC 

funded research. Through this work RCA Fashion researchers 

propose to define a new methodological approach, Fashion Thinking 

that has three distinct strands - Fashion Thinking for Social Change, 

Fashion Thinking for Applied Speculation and Fashion Thinking 

through Advanced Manufacturing. Discourse engages with all three 

of these areas.

#Keywords: debate, provocation, values, future systems, fashion 

thinking, practice-based design, STEAM

FASHION EDUCATION: OLD & NEW MODELS OF PEDAGOGY
Traditionally focused on training students in conceptualising, 

designing and making of their own collections, undergraduate and 

postgraduate fashion courses in the UK have not significantly evolved 

over the past 25 years. They are increasingly unsuccessful in training 

students to enter a world of advanced manufacturing, working with 

digital  tools,  advanced technologies or new models of 

entrepreneurship that now make up the fashion industry landscape. 

Nor are they equipping students to address societal and 

environmental concerns in the rigorously informed way demanded by 

both industry and consumers. Add to this a new understanding of the 

marketization of fashion as art and the landscape has clearly shifted 

considerably. Rogers and Bremner (2019) suggest that any 

repositioning of design education 'must first acknowledge that it has 

been complicit in creating a world that nobody wants any more'.

Reports from Business of Fashion (2016) showed that students 

entering the jobs market were lacking knowledge specific to new 

technologies resulting in impaired ability to challenge current practice 

or develop new design-led roles. Research into new teaching models 

in other design disciplines shows that UK fashion education is ripe for 

a much needed overhaul if it wishes to stay relevant. Much can be 

learned from initiatives in other international universities and 

institutions. The future of the UK Design School may depend on these 

new insights. Multi disciplinary universities have already understood 

design thinking, speculative design, and critical design methods 

(Rogers and Bremner 2019) as useful approaches to innovation and 

are leading the way in research for new economic models of values 

led entrepreneurialism and the design of 'volume to value' business 

models that are profitable without growth. As Rogers and Bremner 

(2019)  suggest  tomorrow's 

designers may well emerge from 

businesses such as health care, 

education and computing.

Figure 1: Discourse, stainless 
steel cards by 
Chelsea Franklin, 2019

They recognise a shift in Design 

School approaches from an 

emphasis on design to a desire to 

'g a i n  a c a d e m i c  l e g i t i m a c y ' 

establishing dialogues with history 

and scientific and philosophical 

t h e o r y,  t h e n  a  's e a r c h  f o r 

legitimacy through design science' and finally a push towards 

interdisciplinarity 'in an allegiance with technology' which we can all 

now recognise as the norm within Design Schools. 

Alongside more traditional research activities, Aalto University in 

Finland have introduced platforms to galvanise researcher's 

contributions in Aalto's focus areas - digitalisation, energy, 
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entrepreneurship, experience, health, living, materials, and 

sustainability. These loose groups show exciting potential to 

investigate cross-disciplinary research in these subject areas. By 

partnering with industry, their work is providing a more pluralistic, real-

life picture of the studied areas. 

In her publication, Recrafting Craft - An Exploration of Speculative 

Scenarios for Tomorrow's Fashion Education Mascha van Zijverden 

(2018), based at Willem de Kooning Academie in Rotterdam, presents 

speculations on possible pathways for future fashion education. She 

explores six different readings of the fashion system: engineering, 

bio-design, curation, sustainability, modes of production and no 

fashion school at all. These experiments question the systems at 

work that shape education, industry and the supply chain. 

In a similar line of questioning to van Zijverden, at the Sandberg 

Instituut, a progressive Postgraduate programme of the Gerrit 

Rietveld Academie Amsterdam, a temporary programme structure 

has been introduced that reacts to urgent matters - be they ecological, 

societal or political. These courses have a predetermined lifespan 

and are designed as a reaction to imminent demand in a particular 

field. Once less urgent, the course is closed and replaced. This 

flexibility is unprecedented and shows high adaptability to keep the 

university offering current and relevant courses to its students. 

Beyond the expanded curriculum and new ways of teaching, the 

Sandberg Instituut is testing new external funding models for art and 

design education.

But Fashion education is no longer exclusively offered by schools and 

universities. The online fashion platform Business of Fashion for 

example offers time-effective courses with industry experts, that are 

aimed at Gen Z, who are statistically less likely to invest in university 

education but instead are assembling their education to their exact 

needs via various short courses and offerings relevant to their 

interests. For £216 a year, subscribers to the BoF site gain access to 

all online courses and page content. 

 

The meta narrative coming from government encourages the STEAM 

agenda that has now been adopted in many Design Schools. The 

Design Council report Designing a Future Economy- Developing Skills 

for Productivity and Innovation 2018 suggests that design skills are 

the fusion of creativity with technical ability and interpersonal 

competencies. They highlight moving from STEM to STEAM+D - that 

is, Science, Technology, Engineering, Art and Maths, to include D, the 

Design element, to ensure a resilient economy in the longer term. The 

report encourages policy makers and education providers to consider 

how they will develop the complex problem solving, critical and 

creative thinking abilities that are essential to innovation (Design 

Council 2018).

In their Leading Business By Design: High Value Manufacturing report 

the Design Council 2015 policy recommendation is that young people 

at all stages of education require exposure to the multidisciplinary 

mix of science, technology, arts, humanities and enterprise that 

should underpin both creative and manufacturing success in the UK. 

They go on to say that government should provide incentives to 

universities to deliver an increased range of multidisciplinary design 

courses in partnership with expert bodies to enable engagement with 

the fourth industrial revolution.

 

Rogers and Bremner citing Flusser (2019) claim that Design has 

always been viewed as a bridge between art, science and other 

subjects. They suggest that 'Design praxis now commonly involves 

the use of techniques from other areas like film making, anthropology, 

storytelling, the social sciences and so on, claiming this new 

approach as 'undisciplined ' and  'irresponsible' praxis. This they 

propose as an alternative disciplinarity (alterplinarity) 'where the 

creative practitioner is viewed as a prototype of a contemporary 

traveller whose passage through signs and formats refers to a 

modern day experience of mobility, travel and transpassing where the 

aim is on materialising trajectories rather than destinations'.

 

A New Model
A series of 'platforms' designed to encourage engagement with new 

perspectives have been introduced in the Fashion Programme  at the 

Royal College of Art. The original platforms were Bio Design, Sports, 

Digital and Future Systems, they have now been reduced to 3 - Bio 

Design, Digital and Advanced Manufacturing Systems. These groups 

are taught in parallel with an understanding that there are shared 

rationales, areas of interest and synergies, and that collaborations 

across these areas should happen and is encouraged.

The pedagogic models that supports this new positioning are Lauren 

Vaughn's idea that the issues and connections between design, 

practice and research are as relevant to master's degrees as they are 

to doctoral research (Vaughan 2017); new models as proposed in 

Rogers and Bremner's irresponsible design (2019); feminist 

pedagogic models (Trogal 2017); design anthropology methods 

(Gunn, Otto and Smith 2013, Gunn and Donovan 2012); Transition 

theory and new economic models (Stahel 2017, Mazzocato 2019); 

and practice based and practice led research methods (Vaughan 

2017).

Vaughan (2017) claims that underpinning practitioner research is the 

understanding that the practitioner–researcher has the skills and 

expertise in the actions of the field to be able to undertake research 

within it. Citing Schon, Vaughan points to the transition from 

designer-practitioner to designer-practitioner–researcher in the 

course of academic study, as a shift from being able to understand 

and articulate the value or challenges of technical acts, to being able 

to place these in broader socio-cultural, technical and economic 

contexts.

 

RCA Fashion researchers propose three new directions:  - Fashion 

Thinking for Social Change, Fashion Thinking for Applied Speculation 

and Fashion Thinking through Advanced Manufacturing that can be 

viewed as distinct, but also linked and coupled, to co generate 

knowledge and form new propositions for designer led research and 

practice. Fashion Practice Journal Special issue on Fashion Thinking 

(2016) recognised the definition as 'not yet stable'. Beyond Skov and 

Melchior's (2010) identification of an object based /culture based 

/practice based and production based approach this research 

positions Fashion Thinking for Social Change as following a 

Humanities trajectory, holistically looking at systems for 

sustainability and bio design applications as well as user experiences 

informed by psychology and new economic models; Fashion 

Thinking for Applied Speculation critically assesses movements 

within the industry and speculatively positions work to test fields of 

application within the context of new technologies, aesthetics, 

philosophy and sciences; Fashion Thinking for Advanced 

Manufacturing encourages work that radically reimagines making 

processes, machines and systems from a designer led perspective 

and sits within the context of Industry 4.0 and circular economic 

models. 

 

Fashion Thinking through Advanced Manufacturing is being further 

developed by Postlethwaite in the context of the Future Fashion 

Factory AHRC funded Creative Clusters research investigating the 

potential for reshoring UK manufacturing in Industry 4.0. There are 

huge challenges that need to be overcome so that micro and SME 

businesses can purposefully and successfully use tools that will help 

them develop more sustainable practices. Students become micros 

become SME's – this is largely the training they receive in UK Design  

Schools. The focus of UK Government research funding is targeting 
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small-scale enterprises through research in  UK universities  and the 

linking of small designer business to offshored volume producers is 

developing at speed internationally. The UK industry lags behind 

world leaders in manufacturing but this opportunity to focus on 

developing designer led tools has the potential to make UK fashion 

production world leading.

Challenging Nixon and Blakely's notion of fashion thinking as “adding 

meaning and value to the functional and experiential spheres of 

products and services,” (Nixon and Blakely 2012) but building on their 

idea of fashion thinking as a “paradigm of critical thought and creative 

agency” Postlethwaite believes that rather than proposing fashion 

thinking as a methodology to be incorporated by organizations 

beyond fashion, its first function is to serve a new generation of 

thought leaders within the fashion industry for a shift in the way 

fashion is taught, made and sold.

Given the new landscape in both education and industry she claims it 

is imperative to equip masters' students, and potentially 

undergraduate students too, with research skills in order for them to 

explore and critically examine Industry 4.0. She proposes they will 

need both hard and soft skills. Skills that include an understanding of 

technologies, digital tools and engineering, married to critical 

thinking, collaboration and interdisciplinary working.

In co constructing new meanings in fashion pedagogy the kinds of 

questions students and research staff are jointly investigating are: - 

What the implications for fashion design might be if new forms of 

scaled, dispersed, technology driven, local manufacture emerge and 

how might  UK and international fashion manufacturing practices 

drive development? How can a transdisciplinary studio research, 

propose and develop new approaches to garment/apparel 

manufacture that also address societal issues of sustainability, the 

future of work and the regeneration of towns and urban areas? What 

(and how) can fashion pedagogy learn from a closer understanding of 

engineering, economics and ethical issues in manufacture that can 

inform developments in delivery of C21st fashion design education? 

What are the models that can allow this to be delivered in partnership 

with industry? What models like these currently exist and where? 

What kind of robotics or machinery might you design for a more 

sustainable manufacturing process?

 

The impact of this new approach is a newly informed fashion student 

whose practice is then impacted by the research taking place with the 

Fashion Programme and reciprocally whose work is also able to 

inform and influence it.

 

Students who took part in the Future Systems platform explained

As a platform, Future Systems challenged us to demand context and 

contemporary relevance from our work. We were asked to explore 

and understand the complex landscape of industry that's in front of 

us, and offer positive alternatives, solutions, and new definitions for 

fashion practice. This critical discourse and collaborative 

engagement supported us in developing valuable skills that have 

carried into our current practices.

“The Future Systems platform reinforced my very pragmatic 

approach to fashion, but also, I'm finding that the theoretical aspect of 

my thinking has enhanced and added depth to my work”

 

“The Future Systems platform allowed me to engage in a critical and 

design thought process which illuminated aspects of my work that I 

had I never previously considered.

 

 The platform is performed as a collaborative effort, which allowed 

me to work and think alongside my peers- this helped me realize the 

importance of shared skills and collaboration.

“This shift in practice was kick-started by the Future Systems 

platform. The group discussions, presentations and sharing of texts 

and ideas effectively challenged me to think about industry beyond its 

current praxis, and my position within it.”

DISCOURSE: A TOOL TO DEBATE THE FUTURE OF 
FASHION AS DESIGN 
Franklin claims the type of engagement you see in other design 

disciplines has not yet been represented in fashion education. 

Examples being research around problem spaces, commercial 

opportunity, in-depth understanding of material choices, global 

context, competition, and collaboration. This level of investigation is 

not equally represented in fashion education as it is in other design 

disciplines - thus the title Discourse: A Tool to Debate the Future of 

Fashion AS Design. 

The trigger for the work was an exercise RCA MA Fashion students 

were given titled, “Mirror, Mirror”. Students were tasked with designing 

a moment to summarise their “essence” as designers, creating an 

emotional connection between their work and the audience. Franklin 

created Discourse in response to the brief. The design process 

included research into design tools and games such as those 

produced by Ideo, which prompted her to map considerations around 

the audience and intention. The design demanded careful 

consideration around language and basic semantics; how not to be 

condescending or pretentious, to not dumb down the output, yet 

design something friendly and inclusive. The initial prototype was 

produced for “Mirror, Mirror” where Franklin acknowledged her 

place/intention amongst the cohort as someone creating 

opportunities for discourse. 

Franklin suggests Discourse was about the disconnect between the 

value systems within fashion education and industry, and that 

without realigning them to mirror the “contemporary landscape”, 

young designers would continue to struggle to understand their 

value. Franklin claims that we don't have to abandon our material 

culture and discipline, we just have to evolve it, asking “What can 

fashion become?”

MECHANICS 

Figure 2, Instructions to Discourse, 2019

In its current state, Franklin proposes that the fashion system 

struggles to produce value. Responsible for both fueling and 

exploiting a growing consumer demand for a faster and cheaper 

product, she believes the industry has educated consumers to 

understand that fashion has very little value. This suggests that we 

must work to redefine our value systems away from the burgeoning 

rate of consumption, and into solutions-oriented products and 

systems. Otherwise, we risk defaulting to an inherently broken 

process: operating at a high environmental and human cost. 
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Discourse is, therefore, a tool for debate on the fashion system, where 

audience members are invited to join the dialogue. Franklin proposes 

that "we must work together to reclaim fashion as design and 

respond to the contemporary landscape and industry in which we, as 

designers, are operating.”

The tool was originally designed as two decks of playing cards: one 

deck of question about the fashion system, and the second deck of 

prompts to initiate a dialogue about the questions. 

EXAMPLES OF QUESTIONS: 
· Do consumers want control over the design process?

· Can luxury be inclusive?

· Is design a talent?

· What's the design language of automation?

· How much is a machine's time worth?

· Can we quantify material value? 

· Can you design a physical product with virtual materials?

· Can a process be as aspirational as a product?

· Where does the responsibility of a designer start and end 

within a product's lifecycle?

· Examples of Responses: 

Ø Substantiate +

Ø Verify +

Ø Disrupt -

Ø Negate -

Ø Reverse +/-

Discourse evolved through a series of iterations into a workshop, 

which demanded the design of eight “decks” (four of questions, and 

four of responses) separated thematically: Experience/Affect, 

Material/Machine, Method/Design and Production/System. Each 

theme can be played by five participants at a time, enabling twenty 

individuals to participate in the workshop simultaneously. 

The mechanics of the cards created equal opportunity for 

participants to deliberate and discuss their position on specific 

topics. As a tool for supporting dialogue, Discourse was successful in 

that it provided statements which participants could use to share 

knowledge and opinions. 

“It was a way to give my opinion and be respected at the same level as 

the others.”

“I think the real strength is that it offers everyone an equal chance to 

speak and get their point across. It is democratic and supports 

engagement with different communities.”

“It has made me think about how to create discussions that are more 

inclusive, and involve everyone having an equal voice. It has also 

made me reconsider the language that I use.”

Student Feedback, RCA MA Fashion Workshop, October 2019

EXECUTION & FINDINGS 
The workshop developed by the authoring researchers Chelsea 

Franklin, Susan Postlethwaite and Kat Thiel, put Discourse to use in 

two key settings. The first of which was an international academic 

conference attended by design researchers from a multitude of 

disciplines. This workshop was premised on the idea that other 

design disciplines have much to teach fashion through open dialogue 

around shared problem spaces. 

The second was at the Royal College of Art, with first and second year 

Fashion MA students in attendance. Though the aim was to 

encourage debate, analysis from data collected (sound recordings 

and survey-based feedback) revealed that debate was often not 

possible within this context due to lack of knowledge of specific 

terms, conscious feelings of courteousness with peers and self-

reported concern about intellectual capacity.

EXAMPLES OF SEMANTIC CHALLENGES
Question card reads: Design for disassembly or design for 

reutilisation?

What? Ok. Design for disassembly or design for reutilisation? I don't 

even know what that means exactly.

 

Question card reads: Is non homogeneity a bug or a feature?

I mean I have an idea of what this means but can I get help? Is non 

homogeneity like not everything is the same?

 

Question card reads: Can you mass produce craft?

I don't really understand this question.

 

Question card reads:  Is mass customisation the mass 

democratisation of the role of a designer?

So I think this means about how, almost like a designer becomes a 

brand?

Yes. So I have to think about the question. It is so confusing… 

It has taken me awhile to understand it, to be honest. Mass 

customisation, is that when the like when people can choose on the 

website, the colour and what it looks like? 

Response card reads: Attest - 

I need help- what is attest?

Response card reads: Reverse +/-

Reverse means I don't know right?

Response card reads: Negate - 

I want to ask what negate means? We disagree?

Discourse Recordings, RCA MA Fashion Workshop, October 2019

 

The above findings provide clear evidence for the pressing need for 

students to undertake thorough real-world research, with the 

intention of gaining hard and soft skills needed to formally articulate 

the relevance of their practice. Contrary to the above mentioned 

challenges however, students have reported that engaging with 

Discourse on multiple occasions eased their initial anxiety around 

sharing knowledge and debating topics that they felt lay outside their 

immediate remit: 

“I was so scared. It just took me so much time to sort of process the 

question. And it was like there's other people as well as like what am I 

saying? Trying to make it sounds like I'm not stupid. Like with other 

people as well who were like tutors and PhD.”

“I feel like it would benefit from having questions a bit simpler -more 

easily like articulated.”

“Yes, I think there's like a pressure to be like intellectual.”

“This really freed my thinking of my own practice and it's output in the 

future.”

“Maybe in another context, you are not brave enough to talk about 

what you think”

Student Feedback, RCA MA Fashion Workshop, October 2019

In summary, though Discourse was designed to enable dialogue, 

interacting with it in a range of controlled settings revealed wider 

challenges fashion students face in articulating and responding to 

the themes set by Franklin. As a tool for supporting dialogue, the 

Discourse cards were successful in providing statements which 
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participants could use to exchange knowledge and opinion. The 

formal mechanics of the cards gave participants equal opportunity to 

deliberate and discuss their position. The themes enabled the 

settings to be intimate and focused. In the context of a conversation, 

waiting your turn within meant participants commonly 'missed their 

chance' to contribute. Though the aim was to generate discourse, 

analysis revealed that debate was sometimes not possible due to a 

lack of knowledge of specific terms, conscious feelings of 

courteousness with peers and self-reported concern about 

intellectual capacity. 

CONCLUSION
Testing Discourse with varying audiences revealed the complexity of 

the fashion industry and how it is perceived by students, researchers 

and designers from varying backgrounds. 3 sets of value are being 

discussed through Discourse. Students' value to industry, industry's 

value systems and consumers' understanding of the value of fashion. 

This suggests the potential difficulty in the design of Discourse. Many 

questions posed by Discourse are deliberately industry specific, 

prompting participants to evaluate a wide range of topics, from new 

technologies to economic models and the future of manufacturing 

and distribution. In order to fully engage with these ideas and to foster 

meaningful discourse the research shows that students feel ill 

equipped to tackle these complexities. The absence of industry from 

education is not providing sufficient industry specific insight of the 

field graduates are about to enter. While the research shows that 

engaging with Discourse on more than one occasion strengthens 

students' ability and willingness to engage and share opinions, the 

knowledge sharing aspect remains based on assumptions rather 

than first hand insight of the industry which is then shared amongst 

peers to help inform their practice. Feedback given on the legacy of 

Discourse provides little evidence that these discussions alone had 

great effect on any project development. This might be due to the 

relative broadness of the topics discussed or point to the fact that 

they are not specific enough to generate sufficient insight needed to 

influence the development of projects. Understanding all aspects of 

the fashion system, from both an industry and academic perspective, 

in order to understand your place within it and how you might 

promote change looks like a Sisiphean task. It therefore behoves UK 

academia and industry to engage more completely, and 

internationally, through industry facing projects, placements, industry 

facing PhD and MA sponsorship and the sponsorship of research and 

R&D labs, both within academia and commercially, to foster radical 

change.

We acknowledge that there are significant changes to be made for 

Discourse to become a useful tool or catalyst for change within 

fashion education. A glossary of terms and more specific, debatable 

topics aligned to the 3 stands of Fashion Thinking have been 

proposed to specifically improve the learning and exchange aspect of 

the tool. It is further suggested to engage industry participants 

alongside students as a step towards implementing STEAM+D 

thinking into education to give masters students a critical advantage 

and insight during their shift towards becoming a designer-

practitioner-researcher. The STEAM agenda originally emerged from 

Rhode Island School of Design (RISD) where Franklin studied her 

undergraduate degree. Researched over the course of 4 years from 

2011, the proposal was driven by an understanding that design 

education fosters critical thinking and comfort with risk taking that is 

necessary for success in the workforce. RISD's ambition was “to 

reach consensus among disciplines on the requirements of the 21st 

Century workforce” (Allina 2019). In the United States the 

understanding of the value of design to advanced manufacture is well 

established, where Allina considers design to be a literacy, a capability 

and a specialism.

Evidently we see the thorough implementation of Fashion Thinking as 

laid out above as an imperative step to steer fashion education into a 

self critical and future driven design category that is able to produce 

industry informing projects and proposals. 
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ABSTRACT 
In the current scenario of global fashion industry, where the dynamics 

of business are changing rapidly, there lies a tremendous challenge 

for fashion education institutions to meet the demand of trained 

professionals, especially with a view to provide professionals who 

can meet the new challenges of continuous innovation and 

disruption.

This is becoming more and more evident as the industry is craving for 

appropriately trained professionals for the new roles, mainly in the 

areas of fashion design, management and technology. More specific 

areas have come up recently, especially in the field of fashion 

knitwear, whereby not only the knowledge of design and technology 

but also that of management becomes crucial. However, the industry 

often talks about the lack of trained professionals who are geared to 

take up these challenging roles.

There is an ever growing need that needs to be seen,  so as to make 

fashion education more relevant and make an impact in the current 

scenario of disruptive technologies and markets. The objective of this 

paper is to focus on such issues, with a view to explore the role of 

fashion education in creating professionals who can meet these 

disruptive challenges in the fashion industry. This should lead to a 

synchronized and continuous association between the academia 

and the industry for a better and promising future for all the 

stakeholders.

This paper deals with the importance of improvised teaching 

methods, based on practice based learning, specifically with 

reference to the knitwear industry. The objective of this endeavor is to 

enhance the impact of fashion education, thereby making it more 

efficient and meaningful. It mainly focuses on how teaching inputs 

can be improved to create fashion professionals who can contribute 

positively for a better shared future. 

#Keywords:  Fashion, Knitwear, Education, Industry, Professionals, 

Practice based learning

INTRODUCTION
In the current scenario of global fashion industry, the dynamics of 

business are changing rapidly. This paper deals with the importance 

and significance of fashion education with reference to the changing 

demands of the fashion industry, specifically the knitwear industry. It 

mainly focuses on how teaching inputs can be improved to create 

fashion professionals who can contribute positively for better and 

sustainable knitwear industry.

As stated by Dickerson (1999), global supply network consists of 

diverse entities including retailers, designers and merchandisers, 

garment manufacturing plants,  as well as distributors, logistics and 

warehousing companies. Irrespective of the category, garment 

products can take complex route from fabric production and 

distribution, and finally to an individual retail customer. Fashion 

markets are subject to rapid change and, as a result, commercial 

success or failure in those markets mainly depends on the 

organisation's flexibility and responsiveness to these changes. The 

ability to scale up or down quickly and the inclusion of ever changing 

consumer preferences into the design process will decide the 

responsiveness and readiness to gear up for the challenges, as 

highlighted by Christopher, Lawson and Peck (2004).

And for this to happen, one of the major steps is to prepare fashion 

professionals who can be the key drivers in the apparel industry. This 

paper primarily explores the issue of better teaching methods by 

means of practice based learning, so as to create professionals who 

are better equipped for meeting the challenges of knitwear industry. 

LITERATURE REVIEW 
Inculcating more specialized Knitwear content and further enhancing 

the same , has been the focus of various studies in the past. 

Ingwersen (2012) says that Australia must strive for a skilled Fashion 

Knitwear workforce that understands the technical skills, but more 

importantly has a design-driven focus. With the realization of the 

emerging knitwear sector, more and more academic institutions have 

been involved in the process of not only incorporating knitwear but 

also reviewing existing knitwear courses to make it more effective in 

terms of creating well equipped professionals in a holistic manner. 

Talking about the globally renowned Fashion Knitwear programme of 

Nottingham Trent University, UK , it's stated that Students at this level 

understand the capabilities of the knitwear machines, but not 

necessarily all operations, hence they have access to technicians 

who work alongside them. Communication is seen as a vital aspect of 

the program as students need to know how to communicate 

effectively to ensure they obtain the correct outcome (Ingwersen 

,2012)  . This is one interesting observation , which talks about the 

focus and hence leads to more insight into the teaching aspect. For 

this very purpose, there is also an increasing need to improvise the 

teaching methods , whereby the focus can be refined further while 

also making the delivery more interesting and meaningful. 

As followed by many of America's leading fashion design programs, 

Bauhaus students were encouraged to learn design principles “by 

doing and making,” and studied various art and design fundamentals 

before progressing to their chosen design specialization such as 

fashion design, architecture, or graphic design (Marshall, 2009). 

Hence, fashion education and more so a discipline like knitwear 

design, which is based on a technique that has evolved through ages, 

needs to be learned more by doing rather than just reading or listening 

to lectures. Hence, the focus in teaching knitwear is more on the 

practical sessions with the knitting machines , as well as hand 

knitting, which is more of a skill based practice and the very root of 

knitwear. Hence, the inclusion of hand knitting in the knitwear design 

curriculum of NIFT has been a valuable step in this direction. 

The role of the future fashion designer, then, is not merely one of 

“aesthetic provider” but as a practitioner who approaches the design 

process with deeper levels of empathy, sociological pattern-

recognition, innovation, and big-picture capabilities (Faerm , 2015). 

Design education now fosters design thinkers as well as makers 

–those who know when and how to acquire the knowledge they will 

need to confront increasingly complex conditions. (Wolff & Rhee, 
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2009, p. 10) . This statement highlights the need of holistic teaching 

that incorporates relevant social qualities and additional capabilities 

along with the conventional course content. 

Abundance has made businesses realize that “the only way to 

differentiate their goods and services In today's over-stocked 

marketplace is to make their offerings physically beautiful and 

emotionally compelling (Pink, 2005, p. 55) This study is primarily 

based on experience and practice based on such factors , which can 

not only add value to the content delivery but also make it more 

grasping and applicable , thus making the teaching process more of 

practice based learning, rather than just conventional delivery of 

topics to be covered.

Faerm (2015) states that the ability to engage with multiple 

disciplines, and in design teams containing participants with highly 

diverse expertise, will provide fashion designers with a broader 

spectrum for creative opportunities. The collective and collaborative 

variety of experience and background will foster the ability to make 

big leaps of thought and innovation. (Pink, 2005) NIFT has recently 

joined the movement towards developing programs that promote 

interdisciplinary engagement , and it's indeed a very significant step 

towards creating better professionals for the industry. This form of 

teaching and learning strengthens students' ability to “integrate ideas 

and collaborate with people, resourcefulness, lateral thinking” (Wolff 

& Rhee, 2009, p. 13). 

Designer Clement Mok states the need of this academic shift by 

stating: The next 10 years will require people to think and work across 

boundaries into new zones that are totally different from their areas of 

expertise. They will not only have to cross those boundaries, but they 

will also have to identify opportunities and make connections 

between them”. (Pink, 2005,p. 135) Hence, practice based learning 

can play a key role in this scenario of inter disciplinary approach, 

whereby complex multi- disciplinary content can be simplified by 

means of a practice based process involving real life industry 

situations and issues.

Inspite of the increased focus on historical, cultural, and contextual 

studies that are included in the fashion design curricula , fashion 

design education is relatively under-theorized when compared to 

other art and design disciplines such as architecture, fine arts, and 

industrial design (Skjold, 2008, p. 12). This presents a great scope for 

the fashion educators to develop a framework that enriches students' 

learning, and prepares the graduates for a better future. To 

accomplish this, a system based on practice based learning can be of 

much value as it can be used to not only inculcate values and soft 

skills, but also deliver the concepts and industry practices more 

actively , without being monotonous. Hence, practice based learning , 

by means of including industry based practice approach in teaching, 

can effectively lead to a holistic understanding and problem solving 

skills, and in fact, create more motivated and passionate 

professionals. Hence, this study primarily talks about such factors 

and how they can be incorporated by means of practice based 

learning, and thereby , further improvising the teaching methods 

based on one's industry as well as teaching experience.

THE CURRENT SCENARIO 
In the current scenario, students need more than just conventional 

theoretical  knowledge to learn the subjects related to the knitwear 

industry, where need of the hour is to impart practice based inputs 

which can be based on the actual industry situations . There is a need 

for practice based learning methods not only to make it more relevant 

and useful but also to make it more lively and interesting. As 

discussed by Prince (2004), these methods primarily refer to teaching 

that involves the students in various activities that relate with the 

industry based practices. For example, this can be some real case 

studies, industry projects, simulated activities, industrial role plays 

etc. This can help in better understanding and creating analytical bent 

of mind that can lead to development of innovative knitwear products 

and  solutions to various industry specific issues. Hence, this paper is 

based on this need to discuss and develop such practical methods 

that can be used to teach knitwear design and related subjects (Choi 

,2012). 

The teaching of knitwear based subjects primarily consists of topics 

like flat knitting, hand knitting, circular knitting, knitwear production 

and planning, advanced knitting technologies, design process, 

knitwear product development etc. Conventionally, teaching such 

topics involves a lot of emphasis on theoretical aspects and at times, 

tends to be quiet monotonous. In such a scenario, teaching is limited 

to theoretical perceptions only and there is no understanding of 

applications of the same in real life scenario. Hence, by incorporating 

practice based learning, fashion education can play a significant role 

to create the desired level of professionals. This is more true mostly in 

case of undergraduates who don't have any industry know how and it 

becomes very difficult for them to understand the concepts in a 

realistic way. Even in case of post-graduate students, who might have 

some industry experience, it is seen that the understanding narrows 

down according to their experience domain, rather than a holistic 

knowledge of the concepts. This can result in lot of misconceptions in 

learning, which I have often seen while teaching knitting subjects.

VIEWS AND SUGGESTIONS
As I have seen while teaching, it is difficult for fashion students to 

understand the concepts relating to the different parts of the knitwear 

apparel chain, as it consists of numerous stages right from yarn 

manufacturing, followed by fabric production, design and 

development , manufacturing in factories, followed by further 

movement through distributors, wholesalers and finally the retailers. 

Hence, to address this scenario, there is a need to adopt a better 

teaching approach that is based on practise based learning of the 

various parts in the knitwear supply chain, whereby, fashion students 

can relate to the concepts and applications in a better way. 

Hence, to provide the required professionals, there is a need to 

address the issue of  better teaching methods so as to prepare 

knitwear professionals, who are capable of viewing holistically the 

various aspects and parts of the knitwear industry, thereby leading to 

professionals who are not merely designers but more of design 

managers. Fashion education has a significant role in this challenging 

scenario of knitwear industry across the globe. 

Based on the above mentioned reviews, and my academic experience 

of ten years in the knitwear design department , whereby I have taught 

knitwear subjects and practised some of these ideas , I have compiled 

a list of such steps that can be used to equip the students with more 

confidence and help them become more industry oriented 

professionals. Hereby, some of the ideas and suggestions to teach 

knitwear and related subjects, based on practice based learning are 

discussed as follows :-

v Increasing the level of student involvement in the 
teaching process:  

Students tend to get weary and forget things in the usual method of 

presentation and discussion, especially in case of knitting theory 

subjects like flat knitting and circular knitting. It is always good to 

include some projects and case studies that can be given to students 

in groups and asked to present to the class. At the same time, all 

students in the audience can be asked to record their inputs, learning  

and feedbacks and make a short report on it. Thereafter, these reports 

can be compiled together and shared by all students so that they 

come to know about others' views on their presentation and thus feel 

more inv olved in the process.
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Some good case studies can be given that will pose an exciting 

challenge for the students to prove their understanding, analytical 

abilities and presentation skills among their peer group. Another very 

successful technique that I used was that of making teams and 

asking them to present their findings on latest news from knitwear 

industry and share it in class. They get points based on the feedback 

given by their senior batches. The same teams are also tested on a 

knitwear industry based quiz. The overall winners are appreciated and 

their names are displayed on the department boards.  This not only 

instills a spirit of healthy rivalry but also increases their practical 

knowledge base as well as the latest happenings in the industry.           

This can also result not only in better understanding of the subject 

concepts but also increase the levels of motivation and involvement 

among the students. This will help to build a foundation that will lead 

to well equipped and motivated fashion professionals who can make 

their mark in the industry by meeting up the challenges being posed 

by the knitwear industry. Such professionals would be able to play a 

crucial role in the global knitwear industry by solving the issues 

related with knitwear production management, lead time, quality, 

visibility, collaboration, design, technology and coordination.

v Introducing objects, pictures, videos, stories etc in 
between the classes: 

Students tend to get bored of theory concepts associated with the 
knitwear subjects. It also becomes difficult for them to concentrate 
on the subject as it can be monotonous after going through different 
lectures. Hence, it is a good idea to make the classes interesting by 
introducing some object, story, image, video etc related with the 
concepts. This can be something like a video showing how a knitwear 
brand like Missoni, UCB etc achieved fame and success by the use of 
right market strategies, creative design matched with appropriate 
planning, sourcing, manufacturing and retail practices. This will not 
only make it more exciting but also help in better understanding 
through practice based learning. It will also motivate the students and 
develop their innovative and analytical thought to view the industry in 
a holistic manner and address various issues involved with the 
knitwear industry. 

Also, as knitwear is known for its rich and exciting fabric design and 
texture possibilities, hence showing visuals of the knitwear products, 
and thereby focusing the various interesting possibilities of knitted 
fabric design can be of much value in this regard. Hence, displaying 
visuals of knitted fabric structures with reference to the knitting 
basics was found to be very useful. 

v Using real life scenarios to create activities like role 
play and group discussions: 

Students need to understand the concepts and issues in a real life 
scenario that will expose them to the real practise based learning, as 
stated by Landgren and  Pasricha (2011) in 'Transforming the fashion 
and apparel curriculum to incorporate sustainability'. To achieve this, 
they can be given role play exercises based on some real and relevant 
issue faced by the knitwear industry. Also, while talking to some of my 
colleagues who teach subjects based on knitwear industry to fashion 
students, I found that they have found role plays to be of good use. 

These role plays can be designed around the various components of 
the knitwear industry. For example, students can pose as buyers and 
exporters to negotiate a knitwear order. These role playing exercises 
can be further enhanced by following them with some group 
discussions based on the role play activity, whereby teams of 
students can discuss to give their response upon the situation that 
arose out of a role play. This will be interesting as well as an engaging 
activity that will stimulate the minds of the students and give them a 
better understanding of how the concepts are applied in the industry. 
This activity can also be a platform for generating new ideas as well 
as making the process of learning an enjoyable one.

CONCLUSION AND FUTURE SCOPE
Hence, this practise based learning techniques can be used in fashion 
education to nurture the professionals who are geared up to be the 
crucial link in the knitwear industry. It will add value to fashion 
education that will lead to creating manpower that can effectively 
deal with various issues of the knitwear industry. The practice based 
teaching approach can be seen as a promising way ahead for fashion 
education to cater to the changing demands of the knitwear fashion 
industry. It opens avenues for learning and problem solving by 
practical means that can lead to fruitful brainstorming sessions 
giving birth to innovative ideas. By adopting such means, fashion 
education can play a significant role in facing the challenges of the 
knitwear industry.

This paper discussed how practise based fashion education can be 
of value in for  the knitwear industry so as to create professionals who 
can take the industry to the next level. The views and ideas expressed 
are primarily based on my knowledge and experience of teaching 
fashion knitwear related subjects and some secondary resources as 
well. There lies a good scope for further research areas whereby 
specific models may be created to teach fashion subjects that can be 
more relevant and fruitful in terms of the specific knitwear industry 
issues. One area of concern can be that of the class strength in 
numbers, whereby it needs to be seen whether such means would be 
of value with the increase in number of students. In this regard, a 
research work by Power (2010) can be of good reference. 

Also, the fashion students mostly don't have a sound background of 
applied mathematics to understand the analytical concepts and 
related topics. Hence, research can be done to find out how such 
analytical concepts can be included in the teaching process to 
improve the learning outcome. This can also lead to some new 
models for fashion education that use innovative ways like games , as 
discussed in works by Robb and Johnson (2010) to teach subjects 
like knitwear production and planning to the students of fashion 
courses. Such efforts towards practice based learning can eventually 
lead to a better shared future for all the industry stakeholders.
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ABSTRACT
Identity presentation has become paramount to self-preservation in a 
culture obsessed with the image, and this is ordinarily achieved 
through overt material consumption, a pre-eminent threat to a 
sustainable future. This has meant a continuous effusion of 
unwanted fibre, cloth, colour, and patterns, making the global fashion 
industry one of the most polluting industries in the world. Edelkoort, in 
'Anti-Fashion, a manifesto for the next decade', throws light not only 
on practices in garment making but also calls on design schools to 
change the way they teach their students. Most design schools, she 
claims, teach to create individual luxury runway stars, instead of 
engaging students with design practices that are sustainable. 
Learning to stitch, cut, fit and re-fit every day, mean patterns half done, 
gone wrong, mistaken stitches, snips and stains. When the day is 
over, all these mistakes are swept up and taken away. And tomorrow 
is a new day to learn some more. But what educators may not realize 
is that they are subconsciously endorsing wastefulness by 
demanding perfection. 

India is a great dichotomy of inherent sustainable traditions of 
upcycling and reusing, that are deeply rooted in our culture, on the one 
hand, and a global sourcing hub on the other. This makes us the ideal 
space to challenge students' perceptions of what fashion design is 
and their role as future fashion designers. Through an action research 
methodology, the paper documents the experiment of re-
contextualizing the design process through 'unspecified outcome' 
driven learning that places the process above the product and 
attempts to create a shift in ideology from 'me' to 'we'. This 
experiment was conducted with Fashion Design students of year 1, 
before they were exposed to traditional methods of design process 
and garment making. 

#Keywords: Fashion Education, Design Process, Sustainability, 
Circular Design, Design Education 

INTRODUCTION 
What happens when we as design educators start questioning and 
reflecting upon the external impact and challenges on our 
environment, with the internal and the current nature of our teaching 
practices?  Designers across the world today are exploring the 
various avenues of sustainable design and production from a social, 
political and ethical stand point in an attempt to re-create value from 
waste. 

One point of concern is quite clear in recent times is the process of 
coming up with a new global framework for development. Lidewij 
Edelkoort, founder of the trend forecasting company, Trend union, 
has been a harsh critic of the fashion and clothing industry. In her 
article 'Fashion is Dead, Long Live Clothing' she proclaims '…there is 
the making of [fashion], which is done in countries where people are 

killed for making our garments' (Raphael, 2015). What is also 

concerning  is the fact that the global development goals and targets 
have significantly increased in numbers – from eight Millennium 
Development Goals(MDGs) framework to seventeen Sustainable 

Development Goals(SDGs), testify the same (System, 2014). 

Pearl Academy, caters to all spheres of design education, and with 
courses like fashion design where students are working in studios or 
labs learning how to ideate, decorate, cut and make garments, this 
entire process of making garments involves: learning to stitch, cut, fit, 
and re-fit, every day, with patterns and samples half done, gone 
wrong, mistaken stitches, snips and stains. When the day is over, all 
these mistakes are swept up and taken away. And with tomorrow 
comes another day to learn some more. Edelkroot, in 'Anti-Fashion, a 
manifesto for the next decade', throws light not only on practices in 
trade but also calls on design schools to change the way they teach 
their students. Most design schools, she claims, teach to create 
individual luxury runway stars, instead of engaging students with 

design practices that are sustainable (Edelkroot, 2014). 

This sparked the idea of finding ways to educate using the continuous 
effusion of waste generated during the process of learning fashion 
design and fashion making. The idea  is, 'how do we empower 
students to demonstrate that they are being skilled or educated 
towards honing a specialist skill, interest, an area of focus or aesthetic 
with technical investigation that could be sustainable?'

 India itself has been a big contradiction. On one hand, we have 
inherent sustainable traditions of up cycling and reusing, which might 
be deeply rooted in our lifestyle; however, we are also a worldwide 
sourcing hub on the other end. At Pearl Academy, a premium design 
school, globally known, with hundreds of graduates each year, only a 
few take up or test with current and new sustainable processes to 
design and produce. It is therefore becoming highly important and 
imperative to keep in mind the distinction one could make to the 
indigenous fashion industry. This makes Pearl Academy the right 
space to challenge students' perceptions of what fashion design is 

and their role as future fashion designers (Sala, 2016).

The thought led to examining the under graduate fashion design 

curriculum (Pearl Academy, 2019) as a whole to see what knowledge 

and skills the graduates were currently leaving with. It was found that 
students after 4 years of study accrued the following attributes,

· Extensive knowledge of the discipline

· Confident  ora l  as wel l  as wr i t ten expression and 
communication 

· Skilled in visualization

· Proficient in contemporary technology and software

However, an increasing number of innovators and entrepreneurs 
today possess a set of attributes that are above and beyond extensive 
knowledge of the discipline. These do not necessarily present as 
assessable per-planned, current curricular outcomes. From a list 
cross referenced across desirable graduate profiles and the changing 
economic and social climate, the following attributes were chosen, in 
addition to discipline specific skills, that may be useful if inculcated in 
current and future graduates. 

· Skilled in analysis and problem-solving

· Capable of critical thought, rational enquiry and self-directed 
learning

· Able to work collaboratively

· Open and intellectually curious
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Apparel industry is also seeking the above-mentioned graduate 
attributes. Examining the curriculum vis a vis, ever changing graduate 
profiles and expected outcomes, we attempted to create and test a 
module that, through application and experimentation could broaden 
student approach to the design process and possibly imbibe the 
attributes mentioned above. The research hopes to allow for the 
students, our future thought leaders, to think outside of the 
regimented nature of assembly lines and mass-produced retail 
uniformity. The imperfections and non-immediacy provided by this 
process where the outcome i.e. 'the product', is undefined and 
unplanned, can lead to change agile design articulation. 

METHODOLOGY
Focus groups are used to gain an understanding of perceptions, 
interpretations, and beliefs of a group of people who have similar 

experiences or concerns (Creswell, 2014). The advantage of focus 

groups is that the interaction between the participants usually 
produces richer data as the interchange between the participants 
stimulates them to analyses their views more intensely. The process 
of meeting students in focused group discussion encouraged the 
interaction and took the process into new and often unexpected 
directions as with varied perspectives, expectations and aspirations. 
The aim was to obtain data and viewpoints from a purposely selected 
group of individuals rather than from a statistically representative 
sample of a broader population. through “self-contained” method. 
Alongside Interactive and experiential learning strategies were 
utilized (Beard & Wilson, 2013:26-32), through an action research 
methodology, that let  students to think and look within and question 
their own beliefs through reflection and action. Action research is a 
process of systematic inquiry that aims to improve social paradigms 

affecting the lives of a wider populous (Stringer, 2008). Action 

research is a befitting option for educators as researchers, and 
stakeholders in the teaching and learning environment, to consider 

(Mills, 2011). It provides practitioners with new knowledge and 

understanding about how to improve educational practices or resolve 
significant problems in the classroom specifically and academic 
institutions generally (Mills, 2011; Stringer, 2008). Action research 

uses a systematic process (Figure 1: Action Research Helix (Stringer, 

2008)) (Dinkelman, 1997:250-274; McNiff, Lomax, & Whitehead, 
1996), is collaborative and participatory in nature (Hotler & Frabutt, 
2012: 253-269), and offers multiple opportunities for those working 

within the teaching profession (Johnson, 2012). 

This particular action-based research is aimed at encouraging and 
observing students creating garments from a collection of waste. 
The technique of waste manipulation is eventually intended at 
modifying the curricular strand of 'form generation' in the current 
fashion design curriculum. Through this intervention the hope is to 
open a dialogue about transformative process-based learning that 
revisits traditional fashion education, and formulate methods that 
might enable fashion educators and fashion students to become 

agents of change within the learning space (Sala, 2016). 

Figure 1: Action Research Helix (Stringer, 2008)

Creating the Module
A vacuum was identified in the light  of un-assessed but desirable 
outcomes as mentioned above and this became the key driver to 

think of how these outcomes could be included and assessed 

(Stringer, 2008). When trying to redesign the curricular strand of 'form 
generation', the question asked was, what should the students be able 
to do after they complete the module?  Also, on a more macro level, 
how prepared are fashion designers to work with industry beyond 
aesthetics towards transformative change? 

The idea was to redesign the module in a way where the students 
understood 'form generation' but additionally the learning outcomes 
were process oriented, in alignment with the teaching and learning 
activities as well as the assessment. 

After some iteration and discussion, the following broad outcomes 
were finalized. 

· Redefining the design process where waste and not a sketch or 
idea could be the starting point.

· Stimulation to subjectively imagine a 'conscious and ethical 
practice' led future in fashion.

· Understanding and appreciating dress / garment beyond set 
standards of garment category, sizes, gender etc.

Using Bloom's Model of cognitive complexity (Anderson & Krathwohl, 

2001), the following outcomes were devised that could possibly 
justify our goal. 

· Experiment with found material using basic taught 
techniques of construction. Applying

· Inspect the relationship between fabric and form. Analyzing

· Assess the viability of the form vis a vis the body. Evaluating 

(Anderson & Krathwohl, 2001).

The idea with the above higher order learning outcomes was to stress 
more on the process as compared to the final product. This is most 
important for developing individual subjectivity in design. Specific 
product-based outcomes tend to have students focus on the end and 
tutors more likely to objectively mark them based heavily on the 
quality of the said product over the depth and quality of the process 
(Gjerde, Padgett, & Skinner, 2017: 73-82). Here the final outcome was 
not defined as a product but as a reflection on individual processes. 
Now using the basics of constructive alignment (Biggs & Tang, 2007: 
54-62), teaching and learning activities were created with the intent of 
achieving the above outcomes. 

Kolbs model of experiential learning sees learning as a set of 
circumferential cycles where the learning activity is constantly 
evolving and deepening the understanding. Concrete experience 
leads to reflective observation which leads to abstract 
conceptualization. Finally, active experimentation makes the learning 

integral to the students' psyche (Russo, 2017). Keeping this in mind, 

the sessions were planned in three parts; lecture, group discussion 
and then practice based experiential learning. This allowed for 
students to be fully engaged until the end of the class and possibly 
beyond. To elaborate, this methodology is also called the 'Interactive 
Lecture Method', and involves the teacher beginning a discussion 
with an 'engagement trigger' like referencing previous knowledge or 
experiences. This aids in capturing and maintaining student 
attention. Following this the teacher integrates a task that engages 
students in applying and contextualizing what they have learned 

through theory, action and reflection, (Mcdonald & Teed, 2018) 

allowing students to practice newly acquired beliefs in order to 

change their perspective (Howie & Bagnall, 2013).
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Identifying the Sample Group
A small group of 10, year one students from the undergraduate 
fashion design program, Pearl Academy, Delhi, were selected based 
on their interest and availability for extra sessions as the module is 
currently being tested outside the regular curriculum. The students 
were individually interviewed to establish the level of knowledge and 
skill they had previously acquired. These students had some basic 
knowledge of garment types and has some basic construction skill, 
which is that they had worked on controlling the sewing machine and 
created a portfolio of seam finishes. They believed sustainability was 
important but when quizzed further, they didn't know of any 
techniques or processes that were sustainable. Each of the 10 
students interviewed described their current design process as some 

version of Ideate, Research, Conceptualize, Explore, and 
Make. The aspiration was for the process to be Reorganized to 
Explore, Make, Contextualize. 

They also mentioned that only for this particular module they would 
not have a per-researched and pre-ideated sketch. They did not have a 
concept to kick off the process. They were to work without guidelines 
and just experiment for what was possible. Taking away the right and 
wrong could help students subjectively examine and internalize the 
process. An attitude of experimentation could also reverse the fear to 
try new things (Beard & Wilson, 2013:19). 

Delivering the Module
The group lecture started with a general discussion where we tried to 
probe the students on their understanding of terms like sustainable, 
organic, slow fashion, zero waste and ethical fashion they responded 
in the affirmative and demonstrated a reasonable degree of 
knowledge of the terms in very generic way.  However, they also 
mentioned that it never occurred to them to practice sustainable 
ideologies in their lives beyond their course prescribed outcomes or 
specific projects undertaken. 

With these thoughts hanging thick, the student group was asked a 
few focused questions like, if they know who made their clothes or 
how many times they would wear each garment they owned? Their 
answers were not surprising but were meant to provoke thought and 
that is what their responses showed. They didn't really think about 
who made their clothes and bought them because they were trendy 
and within their budget. They had given no thought to how many 
times they did or might wear something. Mostly when first bought, 
they wore the piece with excitement and then didn't really think about 
that piece. When asked about where they thought their clothes went 
after they disposed of them, the group was visibly blank and didn't 
really think of how these clothes may affect the environment or 
anyone around them. Also we discussed abut design being often 
described as problem solving; and fast fashion in current scenario 
which has predominantly been the continuous manufacturing of new 
styles at the lowest possible wages appropriate to a market as fast as 
possible, students also spoke about how It is time for us to reconsider 
problems fashion design can solve or at least it should solve.  They 
were than shown a presentation that highlighted the need to upcycle, 
recycle and reuse. Through a class discussion, it was evident that the 
presentation had prompted them to think about not wasting 
resources and how waste in our industry was affecting the 
environment. Following the discussion, they were shown 'The True 
Cost', the documentary showcasing the ills of the global garment 
industry. They looked visibly shaken after the documentary and 
started discussing their role as designers and what they could do to 
reduce their contribution to the waste or find design solutions that 
didn't affect the environment adversely. Real education is about 
lighting a spark and this was the spark I was looking for to set the 
context for the activity to follow. They then looked at a slide outlining 
the generic value chain of a garment and we discussed how we could 
possibly make better choices at each stage i.e. design, production, 
distribution, use, and disposal.

We gathered interesting responses from the students for disposal or 
end of use. India as a society has inherently upcycled, reused, 
deconstructed, reconstructed, repaired, handed down and traded 
garments that have lived out their usefulness and the students were 
aware of these cultural practices through their parents and 
grandparents. Finally, they were given a short presentation on circular 
design and the circular economy. In the discussion that ensued, they 
were prompted to think of how they may apply circular design to their 
design process and build a community and culture around it through 
recycling and upcycling materials, zero waste techniques of pattern 
making and, using waste materials and textile waste to make new 
products. They were now moving away from their own belief on why 
they consume to a larger belief of conservation and how they can 
contribute. To end the lecture, and before the experimentation began, 
we showed them a few videos on how textile waste was being 
successfully managed in the fashion industry globally by some 
designers and brands. Real education is about lighting a spark 
(Biesta, 2016:1) and this was the spark that set the context for the 
activity to follow. The students were now asked to articulate their 
design process again, if they were to use the waste collected to make 
garments. They all agreed that the process would begin with the 
consideration of the material they picked up and not a sketch they had 
drawn. When asked if they might feel limited by the textile waste as it 
is a mix of different materials/ dimensions/colors etc. the students 
responded that that is possibly the challenge and the best part of the 
exercise, and will give them immense scope for exploring, so they 
may devise outcomes that are individualistic and exciting.

The brief to students was to create anything they like from the waste 
textile pieces. At first it confused them but after they were exposed to 
certain forms and shapes (Figure 2) that could be worn as fashion 
garments they became more open to explore and accepting towards 
unspecified outcomes. The idea of making something or creating is 
possibly most exciting and rewarding to designers and design 
students alike. The students were guided purely by their sense of 
exploration and motivation to make something that would be unique 
in form. This in a sense reflected a capacity for critical thought, 
rational enquiry and self-directed learning. The fact that they were not 
trained in technical garment making did not stop them from exploring 
(Figure 3 & 4). Therefore the outcomes were far less the 'finished' end 
products of their work and much more examples of thinking-in-action 

(Figure 5,6 & 7) (Beard & Wilson, 2013).

They picked up and sewed waste pieces (collected earlier from the 
garment construction labs) together to create yardage which they 
then manipulated into form. The garment was later dyed to release it 
of its many meanings and became one entity. The idea was not to 
expect outcomes but to give them the space to experiment outside 
the defined boundaries of the rest of the curriculum. Students were 
more open to explore forms as they didn't know the standard 
parameters of pattern making and garment making which may have 
stopped them from exploring some of their ideas. As discussed by 
Beard & Wilson, interpretation begins where perception ends (Beard & 
Wilson, 2013:32). This was done with Year One specifically, so they 
may carry the spirit along as they progressed through the course. It 
was important, at this early stage, to make them aware of the industry 
and its issues, so they may formulate their problem statements now, 
and possibly present as future thought leaders in the space. 

Figure 2: Example by Tutor
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One of the students who was not adept at handling the sewing 
machine started exploring elimination of seams with chosen pieces 
of fabric from the box. This exhibited an attitude of analysis and 
problem-solving. They were shedding norms and standards of 
garments making which induced a series of explorations that were, as 
expressed by one technical tutor, far more cutting edge, interesting 
and experimental than previously witnessed from Year One students. 
After the class students understood the importance of sustainability 
as an approach to garment making and were highly motivated to 
explore the concepts of recycle, reuse and circular design further. 
What was especially interesting is that they realized that each of them 
had undergone a design process which was very personal to them 
rather what was taught in classes. It left them more open and 
intellectually curious. One example was the of a student who started 
with joining the pieces and then exploring form and finally deciding 
possible themes for the same. This really reaffirmed the desired 
methodology of Explore, Make and Contextualize.

Figure 3: Form Generation : Student exploration

                        

Figure 4: Form Generation: Student exploration

Another example was of a student who started the exploration by 
placing individual pieces of oddly shaped fabric on a dummy, 
experimenting with possible permutations and combinations and 
then joined the pieces together to create a garment.  Once the form 
was achieved she went on to contextualize a theme. She also 
mentioned that her research and ideation was form centric rather 
than theme centric. And no student drew any designs on paper. These 
students had engaged with most of the educational resources we 
used, earlier, but observed that they had only now made the 
connections between these ideas and their personal contribution as 
fashion design students towards sustainable practices. And now, 

1owing to this studio  based methodology, they had experienced 
theory and application of these concepts. Using form generation, with 
textile waste, they could relate to and recall the resources 
immediately through theories applied and activities practiced.
  'In studio based learning (SBL) the expectation is for students to iteratively generate 

and reimagine design solutions, communicate effectively, and collaborate with 
others. This establishes the studio as a dynamic place where students learn to 
experiment on their own, to teach and to use all studio members as resources in that 
search. Instructors support students as they grapple with complexity of design 
problem-solving through pedagogical practices that include assignments, 
associated meta-discussions, explicit prompts, reminders, modelling, and coaching 
(Cennamo et all 2011)' 

Figure 5,6 &7: Form Generation: Student exploration

CONCLUSION
It is very evident and very difficult with the real world view that the skill 
needs for future are not only unknown but significantly unknowable. 
Infect that such skill needs will be guided by what we as teachers 
would be practicing today.  As teachers we have much to contribute 
to sustainable practices with our knowledge and expertise, our 
students and shared local areas. In order for education to be 
sustainable, we and our student need to be aware of the importance 
of sustainability as a whole and bigger picture and how we might 
introduce global issues that are relevant to our subject specialisms. 
This must include encouraging less damaging forms of production 
and consumption, healthier and more fulfilling lifestyles and 
promoting social justice within a more secure world. As Huckle cited 

by (Summers & Cutting, 2016) this requires a more radical approach 

to education with a shift in attitude and viewpoints.  Like equality and 
diversity, sustainability should be threaded through our curriculum 
and not seen as a bolt-on extra. 

We need to consider how we could embed sustainable practices in a 
meaningful way without causing our students additional work on top 
of their already stretched program. Putting resources into the wider 
context of 'environment' raises many questions about how we extract 
and consume resources and therefore calls for careful scrutiny of the 
way we view consumerism in general.  The fashion and clothing 
industry is one of the largest employers globally today. With an ever 
burgeoning population, globally, and in developing countries 
specifically, the industry is ever expanding. This research is an 
attempt at an intervention right at the start of a student's journey on 
how to make an increasingly productive, less contaminating, 
progressively inclusive industry. As Dominique Hes and Andreanne 
Doyon (2016) note in their article Thriving, not just surviving, 'the key is 
to change our attitude to development and growth, to change the 
story of what success looks like and the model by which we arrange 
our communities. This requires a shift in thinking from taking away 
from our world, community, economy and environment to giving to it 

(Hes & Doyon, 2016). These changes can, not only make more income 

for businesses but they can truly benefit the lives of millions of 
individuals.

This module aims to stimulate the student journey from me to we 
using design as a critical and social tool. Pearl Academy, provides 
spaces in the curriculum called 'open labs' and 'immersions' starting 
from foundation which is Year Zero, right through to Year Three. The 
intention is to use these spaces in order to engage larger groups of 
students and refine the module further and eventually integrate it into 
all design and production related courses including product design, 
interior architecture and jewelry design. 

This particular student group was a controlled one and met our 
expectations exceptionally. They made decisions for the garments 
based on how they wanted the form to function and not how it should 
function (Figure  8 ). This made them more accepting of and open to 
possibilities in anything they might venture to do in the future. The 
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process of design itself became more personal and self-directed 
(Figure 9). 

Figure 8: Student Exploration

Figure 9: Student Exploration
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ABSTRACT
In Fall 2018 student teams from the textile/surface design program at 
The Fashion Institute of Technology (FIT) in New York City, USA, and 
the fashion design program at Pearl Academy in Delhi and Jaipur, 
India, collaborated to create contemporary kurtas - an upper garment 
worn by both women and men in India- with custom embroidery. 
Students worked in teams designing garments and hand embroidery, 
which was executed by artisans in Jaipur. 

Seeking innovation in both design and curriculum development, the 
project focused on exploring cross cultural virtual collaboration and 
self-guided, peer supported learning within a fashion and textile 
design context. The project offered an opportunity to explore cross 
cultural references for design development, circular economy in a 
craft context, and the virtual collaboration of various stakeholders in 
the fashion community.

#Keywords: Cultural exchange, international collaboration, artisan  
textiles, computer aided design, online learning, traditional textiles, 
sustainable development

The Kurta Project
This pilot project was supported by The SUNY Center for 
Collaborative Online International Learning (COIL) and a Chancellor's 
Grant for Innovative Study Abroad Program of the State University of 
New York (SUNY). COIL is one of the leading international 
organizations focused on the emerging field of Globally Networked 
Learning, a teaching and learning methodology which provides 
innovative cost-effective internationalization strategies. Such 
programs foster faculty and student interaction with peers abroad 
through co-taught multicultural online and blended learning 
environments emphasizing experiential student collaboration. The 
online collaboration offers a new opportunity for a more integrated, 
international curriculum that does not require students to travel 
abroad for a cultural exchange experience, which for many may not 
be financially feasible. 

FIT started the project in September 2018. Students were given the 
assignment to create a digital mood board inspired by WGSN trend 
forecasts for Spring/Summer 2020 on the theme of 'Designing 
Emotions'. They were asked to consult WGSN trend forecasting 
books available at the FIT library, research additional information to 
narrow the focus of their theme, and create a visually stimulating and 
concise digital story board. 

Benefits of the Project 
Working within teams of different majors this approach allowed each 
student at FIT to work in their area of expertise, and to keep individual 
contributions to the garment- as well as intellectual property rights-  
clearly distinguished. It allowed students to teach each other about 
their respective areas of expertise and explain to each other the 
possibilities and limitations of the production process and the 
respective markets. 

Integrating traditional hand embroidery with computer aided design 
and online collaboration may offer a wider platform for incorporating 
artisan textile techniques to contemporary textiles, in turn protecting 
the livelihood of artisans and preserving the craft. It can create access 

to a bigger market for Indian artisans and access to artisanal 
handiwork for designers elsewhere. For an American student it would 
be very difficult to get their design hand embroidered by an Indian 
artisan without having a liaison to communicate and translate the 
idea, and without knowledge of the production process. Having a 
design hand embroidery in the US would be prohibitively expensive. 
There is also only a comparably small number of people that have the 
embroidery skills required and are available for commercial work. 

The Process
Based on their board FIT students were going to create a textile 
design collection of six repeating print designs and the embroidery 
design. 

The mood boards were shared with Pearl Academy faculty for the 
August- December semester, who presented them to their students 
to choose which board to work with. While this gave Pearl Academy 
students the choice to work with a visual theme that they felt drawn 
to, it also resulted in uneven numbers of students in the teams. 

Once the teams were established, an initial video conference was 
scheduled to introduce team members to each other and give them a 
chance to discuss the project. Each team of FIT and Pearl Academy 
students was set up to operate like a professional  design team with 
scheduled video calls to discuss design and direction. Students also 
used other channels of online communication.

Based on the chosen storyboard, Pearl Academy students 
researched garment silhouettes  and  fabrics and presented them to 
their team for discussion and approval. This process took place in 
several stages (figure 1), each stage giving room for clarifications and 
explanations of preferences, technical requirements and design 
direction. FIT students remarked that terminology and technical 
considerations for fashion production was a new field to them and 
required explanations and direction from their Indian Fashion design 
team members. Once the garment silhouette and fabric were agreed 
on, student teams consulted on embroidery placement (figure 2). FIT 
faculty provided information to their students on hand embroidery, 
embroidery stitches, designing for production, and best practice of 
communicating designs. An important tool was a set of 
approximately 30 hand embroidery samples provided by Pearl 
Academy. The samples allowed FIT students to study the variety of 
embroidery stitches, their effects, and available materials. It also 
provided names for specific stitches, which were vital in 
communicating the design. 

Some students created embroidery designs based on motifs for their 
print collection, some created motifs specifically for the embroidery. 
Designs were sent as digital files with a color image, a black and white 
outline drawing (to be used by the embroiderer to apply outlines to the 
fabric) and a table of embroidery stitches and materials. 
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Figure 2: Example of a kurta created by students 

Pearl Academy students were given a pre-
requisite budget which they could not exceed to 
make the kurta. This presented the students with 
the important task of balancing the use of 
traditional techniques and trends to make 
commercially viable garments sensitive to the 
needs of the chosen client profile and demands of 
the market. Sometimes the placements of motifs 
had to be crafty while at other times the motifs 
were spread out to save on time on making the 

motif and thereby the cost. 
Focus on Sustainability

Within the context of sustainable design, which both FIT and Pearl 
Academy strive to integrate broadly into the curriculum, the project 
encouraged students to engage in sustainable design practice. 

Collaborations between young designers and artisans help create an 
awareness of artisan work and open up alternative markets besides 
mass production. Introducing artisans to more contemporary 
techniques and embroidery styles can offer a wider range of better 
paid work , which in turn will make craft work more attractive and 
encourage younger generations to stay within the craft industry. 

For the students it was also good understanding of becoming a 
bridge between the trends and traditional techniques and would later 
become anchors of bridging the gap between the two. Students were 
encouraged to take into account the following: 

The practice of sustaining livelihoods of the artisans by encouraging 
them to understand and adapt to contemporary design. While a lot of 
designers across India and the world are working towards making 
artisans more inclusive in the business of fashion and design, it is 
important that budding and young designers are sensitized early on in 
their professional lives about the importance of inclusion of 
craftsmen and crafts in their design practice. This is however a two 
way process as it also exposes the craftsmen to existing design 
trends thereby helping the artisans to continue to practice the craft 
while taking it to a wider more audience.

The practice of using optimum materials and ensuring minimum 
wastage in the process of manufacturing. 

Appreciating the ability of a craftsman to create something by hand 
and the time taken by them to achieve the finesse. The students are 
often exposed to mass market fashion and brands and often strive to 
become a part of the industry in the same space. By doing projects 
like this which involves the appreciation of trends as well as the 
craftsmanship of the artisans the students learn important lessons 
and the marvel of handiwork. Appreciation of slow fashion and the 
effort it takes for the artisan to work are other takeaways from the 
project

Consciousness and appreciation towards traditional techniques and 
helping the techniques survive in today's world. A lot of traditional 
embroidery techniques are either dying or have limited reach. This 
project has helped the students to be more aware and mindful of the 
traditional techniques. 

Key Challenges in Design Development and Production
The execution of the project was an uphill task for all stakeholders of 
the project. The students of both Pearl and FIT had an initial struggle 
understanding the scope of embroideries and mix media which they 
were able to resolve over a period of time. The students of Pearl 
Academy and the artisans had their own set of struggles to 
understand and develop the project and often had to redo samples 
and change the initial design several times so that it was workable 

with the techniques used and the artisan to be comfortable adapting 
to newer methods of doing embroideries which they were not initially 
used to. 

The artisans were initially uncomfortable with the design 
developments and sketches as shown by the students on paper and 
were also unsure of their own capability of being able to develop 
motifs which they are not used to. The artisans found it challenging to 
adapt the motif and technique to that of the designs as given by the 
students and during the sampling stages would constantly give up on 
the developments. 

Some of the problems faced by the artisans included:

Difficulty to adapt the motif to the existing technique.

 One of the biggest challenges faced by the artisan before the starting 
of the work was to understand motifs which were not a part of their 
practiced motif language which they know since generations. While 
the traditional motifs themselves have experienced changes over a 
period of time but the stylization technique and materials used have 
by and large remained stagnant over a period of time. The artisans 
practicing the craft are often initiated into the crafts as minors and 
they learn from the master craftsmen of the profession by sharing the 
same workspace as them and as time passes become experts in the 
technique. It is not uncommon for the younger members of the family 
to start practicing the craft at home with the older more experienced 
craftsmen and the craft is passed on to the next generation. However 
when the students had presented their sketches with unfamiliar 
motifs and design development to the artisans they were sceptical of 
the realization of the designs as the motifs given to them were 
unfamiliar. The artisans along with the students had to articulate and 
decide upon the best adaptation of the motif to the technique and in 
certain circumstances had to alter the motifs to better suit the 
technique. This process required changes to the paper concepts 
before the development of flats.

Difficulty to understand non-traditional motifs. 

Inability to understand and adapt motifs that are not traditional and 
do not have the typical design language or stylization technique that 
the artisans are used to, to specific size and color other than the size 
they are usually used to in execution. As mentioned in the first point 
the artisans are initiated into the technique at a very young age and 
are used to doing the same type of work over most of their lifetime. 
The artisans engaged for the purpose of the project have been 
working on the crafts for at least about three generations (as 
colloquially explained by them) and get most of their work from local 
stores or designers making bridal or occasion wear garments. In both 
the category of garments traditional motifs and colors are given 
preference and the artisans are not used to a lot of experimentation or 
mix media techniques (which is changing with time and a lot of 
designers are experimenting with silhouettes and colors both, 
however the artisans engaged by the students are still working for 
more traditional stores) and therefore were confused in the sampling 
stages. They did not have a few colors of sequins/ threads etc. used in 
design developments and the students had to source these materials 
for them. The artisans became much more confident during the 
course of design development.

Difficulty to adapt the motif in specific pattern placements. 
The traditional embroidery techniques are usually used in traditional 
Indian garments like saree, lehenga choli etc and the artisans are 
familiar with the patterns and proportions of those garments. The 
artisans are used to the traditional border and overall placement of 
the motifs and usually place the fabric on the frame or 'adda', as it is 
locally known. The students while designing the garment had 
designed specific placements on the pockets, plunging neckline, 
empire-line placement etc. in accordance with the trends and for 
design development which was difficult for the artisans to 
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understand. The difference in pattern making also made the artisans 
rethink the alignment of the fabric placement on the adda which was 
challenging for them as they had to maintain the fabric grain and the 
accuracy of motif placement both. There was confusion regarding 
the placement of patterns on the adda for maximum efficiency of the 
raw material and the correctness of the pattern grain-line and motif 
orientation. A few failed initial attempts at this alignment eventually 
led the student and the artisans both to understand the process and 
technique appropriately.

The design development and transforming a garment from the 
sketch to reality while keeping the essence of the trend as well as the 
embroidery technique intact. 

This was a problem faced by both the students and the artisans of the 
craft. While the students strived towards keeping the garment style 
and embroidery as close to the sketch mutually discussed by the 
students of both the institutes the artisans in unfamiliar territories 
here often tried to stick to the more conservative style. During the 
sampling stage there was dilemma faced by both the students and 
the artisans on how to keep the essence of the embroidery while not 
deviating much from the sketched designs, the results of which could 
be achieved in a few kurtas' however the same could only be partially 
achieved in a lot of other kurta.

Communicating embroidery design.
The medium of learning for the students is English and the students 
have been taught design in a formalized manner. The artisans are 
proficient in their skills and have a highly developed nomenclature of 
names of tools, techniques and motifs in the vernacular language. 
However it is rather unfortunate that due to limited interaction till now 
of both the parties the students and the artisans found it difficult to 
understand each other. Both of them tried to understand each other 
through the course of design development and increased their own 
knowledge in the process.

Student Feedback
After conclusion of the project both groups of students were sent an 
online survey about their experience. Students provided feedback on 
rewards and challenges with regard to cultural differences in design 
and communication, team work, and the production process. 

In order to get unbiased feedback the survey was anonymous and 
responses to individual responses could not be assigned to students 
from a specific institution. The survey reflects responses from 18 FIT 
students (72% of class) and 12 Pearl Academy Students. 

90% (53% strongly so) of all responding students found that the 
project helped them to understand, respect, and appreciate cultural 
differences.

80% (43% strongly so) of all responding students felt more competent 
working with a cross cultural team after completing this project. 

For their most important learning experiences students listed 
collaborating virtually and exchanging their ideas in writing; gaining 
real life work experience with an international team across different 
time zones; learning about different fashion styles, trends and 
markets. 

Students felt challenged understanding the components of the 
assignment and would have felt better prepared for the project if rules 
and expectations, as well as the role of each team member, had been 
more defined. Instead of a completely non-hierarchical team setup it 
may make sense to ask teams to assign roles to each member, i.e. 
communicator, project manager, researcher without limiting each 
member's role of designer. That way it may also be easier to assure 
each member's equal contribution to the team effort. 

Students found it difficult to communicate deadlines and individual 
tasks effectively, which they attribute to working across different time 
zones (the 10.5 hour time difference limited opportunities for face-to-
face communication) and cultural differences in communication and 
project management approaches.

With regard to design, students found designing towards a different 
market challenging, such as designing a kurta ensemble that would 
work for the US market. Another challenge was working with a new 
production technique, i.e. understanding embroidery design and 
production requirements. 

Students would have felt more prepared if they had been able to see 
outcomes of previous collaborations, which was not possible due to 
this being a pilot project. Students stated that they did not anticipate 
how long responses from the partner team can take. Knowing more 
about all group members and their majors would have been helpful to 
students. 

The most interesting aspects of the project  were listed as meeting 
new people, working with an international team, exploring different 
fashion trends and styles from different countries/cultures, learning 
how to design for embroidery and seeing their design ideas realized in 
an actual garment. 

Recommendations
To faculty leading cross-cultural, interdisciplinary, virtual 
collaborations we would like to give the following practical 
recommendations. 

Teach communication basics to students. 
Most students have little to no experience with cross-cultural and 
virtual collaboration. Especially in written communication nuance 
can get lost and culturally specific communications styles could be 
perceived as demanding or impolite. Discuss that different countries 
have different ways and times of doing things and neither is the 'right' 
one. Point out that humor may not be understood the same way 
across cultures. Encourage students to be open minded, polite, 
patient and respectful. Encourage students to be clear with their 
expectations and not be afraid to ask questions. Remind students 
that their counterparts abroad are as nervous as they are!
 
Teach team work basics to students. 
Ask teams to establish agreed-upon ground rules for communication 
(when, how, who), stress the importance of mutual accountability and 
request teams to establish clearly defined roles and responsibilities 
for each team member. Require each team member to create and 
share a very short 'bio' introducing themselves and their major to their 
team partners. 
Providing students with a template for a shared document they can 
collaboratively add this information to may be beneficial.

Provide students with a thorough introduction to trends and styles in 
each country. 
This could be done via a lecture, a reading assignment, or an 
exchange of storyboards created by students. Stress the importance 
of additional research and encourage students to discuss their 
impressions with their team partners. 

Introduce students to communication options. 
We found an initial zoom meeting scheduled during class time useful 
as it allowed students to see each other and questions to be 
discussed immediately with faculty at hand. Subsequent meetings 
can be scheduled by student teams independently on a 
communication platform that is easily accessible and used by 
students already, such as whatsapp or facetime. It may be advisable 
to schedule an additional video meeting in the course of the project to 
foster face-to-face communication. 
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Encourage students to enjoy the learning experience and keep 
focused on the big picture instead of minor setbacks. Remind 
students that they are learning crucial skills that they will benefit from 
in their future careers. 

Create a structured setup with clearly defined teams and a time line 
with stage deadlines with collaborating faculty. 

Take into account national holidays and term breaks of the respective 
institutions. 

Deadlines, updates and changes should be communicated by faculty 
simultaneously, ideally using jointly created text to assure 
consistency. Facilitate an equal number of members in each team to 
create balanced working groups. 

Establish a worksheet with embroidery nomenclature to share with 
students and artisans. A worksheet using images, names (in local 
languages and english) and descriptions of embroidery stitches 
based on artisan nomenclature of names of tools, techniques and 
motifs can ease communication between artisans and students. The 
sheet can also be used to train students unfamiliar with embroidery 
basics. 

Establish a process for sourcing and applying non-traditional 
materials. 

Artisans are used to working with a limited number of materials that 
they keep on hand. Students designs use of different colors and 
sometimes unconventional material to execute a style of embroidery 
which presented to them unique challenge of sourcing of the 
appropriate materials which can also be conveniently used by the 
artisans.  

Provide students with a thorough introduction to the limitations of 
artisan embroidery. 

The students sketched a few styles which they thought were 
appropriate to the trends but in the initial stages often missed to 
corroborate the possibility of realization of the same through the 
chosen embroidery technique. The issues with realization included 
the limitation of the usage of tools, overloading of material on the 
fabric, usage of embroideries too close to the seams, use of 
embroidery in areas which would cause some distortions due to body 
shape etc. 

Similarly, it is important that the students understand the relationship 
between the chosen fabric weights, their sketched designs and the 
embroidery technique.

CONCLUSION
The project allowed students to explore design in a cross cultural and 
inclusive way, while working within a real world production scenario. 
The cultural and skill exchange encouraged innovative design 
thinking, requiring students to think outside the 'comfort zone' of their 
own major. It also required each student to assess trend preferences 
as a reflection of identity and their cultural background, and approach 
fashion with a global perspective. While a framework for the 
collaboration had been established and each group of students was 
supported by their instructors, it allowed for a new perspective on 
independent learning. Traditional top-down teaching was replaced by 
peer teaching with a focus on self guided exploration and peer 
assessment. 

The project was a good exercise for the students to learn and 
appreciate the nuances of handwork and understand techniques 
which have been traditional used for surface ornamentation and 
provided them with important and positive lessons of practicing 
design in the real world. While the deliverables of the project was a 
kurta, the students had a lot of direct and lateral learning 

opportunities on sustainability relating to the broader industry. 
Students are the future of the business and will play a pivotal role in 
transforming the industry from mass production based consumption 
to a more mindful consumption, with a focus on sustainability and the 
preservation of artisan livelihoods.

This pilot project provided all stakeholders with learning 
opportunities and a basis for future business collaborations, and 
provides a template to replicate similar projects in other craft areas. 
This could also be one of the many ongoing series of projects which 
can be taken up by academic institutes towards inclusive and holistic 
learning of various realms of design processes. 

We also feel that projects of this nature should also be done across a 
bigger platform with other universities and institutes and should not 
be taken as a stand-alone exercise of cultural interaction. The project 
could also be repeated with other crafts and the same set of students 
to see if these collaborations have any real-time impact on the 
students design language or their work in the professional design 
practice. With all the limitations and possibilities the project presents 
it is also essential to observe which limitations could be overcome 
and used to the benefits of the designers and which limitations would 
be a set back for the collaborations. The data collected over a period 
of time could give trend directions for future. 

In March 2020 this pilot project will conclude with an exhibition at the 
Fashion Institute of Technology's new Art and Design gallery in New 
York City. 

Further Discussion and Debate
The following are some observations and musings from people 
involved in the process and the people evaluating the same from a 
distance which is worth a mention as points of upcoming debates:
1. How much transformation is acceptable in a craft that it still 

remains authentic and retains the essence and local flavour vs. 
how much of it could be safely adapted to trends?

2. How much are artisans willing to change what they are used to 
doing according to time so that the craft is preserved and they 
are able to sustain it for coming generations?

3. In the pilot run the quantities made were small; however, when 
the same has to be replicated for larger scale production how 
will the essence of the craft and the focus on sustainability be 
retained? How the artisans can be still made a part of the 
manufacturing process and that the output of the technique is 
not haphazardly repl icated cheaply through mass 
manufacturing techniques thereby harming the livelihoods of 
the artisans over a period of time?

4. How can future generations be made more aware of cross 
cultural heritage technique and continue to learn from each 
other in the future?

5. How can technology be safely incorporated to help the 
upliftment of traditional practices?

REFERENCE
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This paper shares the creative practice and pedagogical focus of 

Gary Markle and Rebecca Hannon. Each having an interest in 

sustainability, local culture and craft traditions; they investigate these 

areas of significance with students through experiential learning 

incorporating tenets of “slow food” and “slow craft”. Markle and 

Hannon teach at Nova Scotia College of Art and Design University in 

Halifax, Nova Scotia, Canada, and present their own work as well as 

the pulse of student work from this perspective. 

In September 2019 fashion professor Gary Markle, ceramicist Rachel 
DeConde and Jewellery professor Rebecca Hannon co-taught a 
cross disciplinary craft course at Nova Scotia College of Art and 
Design, a small art school nestled on the shore of Atlantic Canada. At 
the start of term, we packed in three classes, 36 students, into an old 
fashioned rented yellow school bus. The students were shepherded 
to one of the last remaining working farms, now a museum, in the 
small city we live in. When asked, “whom has ever set foot on a farm?”, 
as we expected, half of our students admitted they had never visited 
one. This lack of tangible out-of-classroom experience was in large 
part why we proposed this novel foundational course—to introduce a 
variety of craft disciplines through experiential learning. Not agrarian 
contact specifically but practical learning in general. However, the 
farmstead visit was very important from a learning perspective as it 
fostered the perfect setting for introducing the theme of “slow food” 
that we agreed would stitch together all the experiences and projects 
of the term. “Slow food” provided a unique framework where issues of 
local economy, sustainably and community could be investigated 
and experienced through handwork. On the farm students interacted 
with processes of production; they fed heritage breed sheep, saw how 
wool was shorn, how the fleece was cleaned, carded, spun and 
processed for artisanal yarn or felted into hand-made products. It is 
known that craft and creative outputs are substantial economic 
drivers in Nova Scotia. ($1billion CAD in 2008.) For many students this 
was the first time they witnessed a production stream; illustrating a 
clear example of how craft and material are viable and living networks 
rooted in the earth. Even at the end of the growing season a wander 
through the farm's vegetable garden yielded a number of edible 
plants, such as onions, carrots and herbs; these plants would have 
been part of the staple crops at this settler farm over the past 200 
years. Students happily pulled carrots from the earth and leaned to 
slice and pickle, “putting up” vegetables as so many past generations 
would have. The disconnection between knowing how the things we 
eat and have in our homes have been grown, made or produced, has 
grown exponentially since the industrial revolution. Glen Adamson 
underscores the loss in terms of knowledge when he speaks of 
“material intelligence: a deep understanding of the material world 
around us, an ability to read that material environment, and the know-
how required to give it new form. This skill set was once nearly 
universal in the human population, but it has gradually shifted to 
specialists.”

Isamu Noguchi, the American born sculptor who grew up in early 20th 
century Japan, remarked every 'thing' in his childhood home had been 
handmade by his family or someone locally. As he grew, he learned 
how to make and repair. You can perceive this material understanding 
at play in his sensual sculpture and minimalist furniture design of the 
mid-century. Modernity has its benefits of course, providing 
technological advances such as 3-D printers and laser cutters but 

these advancements come at the cost of fundamental skills. We 
increasingly encounter foundation students who lack basic hand 
skills; skills such as cutting, some never having chopped fresh 
vegetables as they eat prepared and frozen foods, or the skills of 
repair, as it is easier to buy something new from a store. Fewer still 
have a meaningful understanding of the connection between the food 
that enters their body and the farmers who produce it, let alone the 
value of fostering local connections with producers and the site of 
production that implicates us all. Wendell Berry, the American writer 
and poet, is credited with inspiring The Slow Food Manifesto with his 
essay, The Pleasures of Eating, these writings in turn shaped our Slow 
Craft pedagogy. According to Berry “Eating is an agricultural act. 
Eating ends the annual drama of the food economy that begins with 
planting and birth”. Building on our theme while also reinforcing the 
value of group experiential learning, we programmed a mid-term 
adventure for our collective students. At the end of October two 
locally based artists took the students on a guided walking tour of 
shared community gardens where, to our surprise, over 20 different 
flower species were still blooming. The gardens sat next to a 
neighbourhood artisanal bakery which proudly uses locally grown 
and milled heritage variety wheat and sourdough culture in their 
products. The excursion was rounded out with a visit to a local thrift 
store to investigate craft vs. manufacture, countries of origin for 
garments and creative reuse of materials. Over the 14 weeks of class, 
each student crafted an individual table setting; each setting 
consisting of a hand-built ceramic plate and tumbler, a textile 
placement constructed from every imaginable material using simple 
hand techniques carefully chosen to reflect the maker's identity, and a 
copper spoon—all designed to foster a unique eating (or lack of 
eating) experience.
 
As instructors, having set the theme of slow food in motion, we did 
something that was a bit difficult for us—we relinquished control 
surrounding how the class would culminate—students had agency to 
plan their own final event at semester end. They did not disappoint. 
The performative, collaborative and generous final meal they shared 
let us know that the skills, questions and fire of curiosity we had hoped 
to ignite had indeed been lit. 

What does pedagogy have to do with climate change?
At first glance it may seem like there is no direct connection between 
the world outside of school and what we do in the classroom; a small 
universe all on its own, perhaps very isolated in terms of both the 
space and time of its occurrence. As instructors we strive to perfect 
the teaching experience, knowing that most times we will fall short of 
the transformative experience we wish to impart. If we are guided by 
the structure of modern teaching expectations: those of our students, 
the administration, greater society, not to mention our own 
colleagues and ourselves, we become hemmed in by these matrices. 
Increasingly, education seems to be a business and not a sacred 
transaction of sharing and imparting knowledge. This is how it can 
seem but in truth these limits, these frameworks for demonstrating 
the metrics of learning, can be upended. To do so takes courage and 
conviction; much like confronting climate change in one's personal 
life, which can seem hopeless and pointless in the face of statistics 
such as global warming, mass migration, climate sparked wars, 
species annihilation and even something as trite as fast fashion 
which is the second largest polluting industry after oil We have an . 
ethical responsibility to change even if this personal shift seems but a 
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Band-Aid on gangrene, to paraphrase Dr. Max Liboiron, director of the 
Civic Laboratory for Environmental Action.

The moral conviction that comes from personal transformation and 
re-education directly impacts what we are willing and able to do in the 
classroom. When we start to live our personal truths in the space of 
school, one can imagine the paradigm shift and impact of sharing 
ideas, concerns, fears and dreams for a better future alongside 
students who unfold and share their own unique visions for what lies 
ahead. There is an exponential aspect to the changes initiated at the 
classroom level and if one takes a bird's eye perspective, there is a 
massive pivot possible across the globe.
 
Sustainability at university and higher educational levels has the 
potential to radically change the way we think. In these environments 
creation of knowledge can be swift. This impact, in terms of both the 
creation and dissemination of new knowledge, is one of the best 
hopes that humans have for containing the destructive effects of 
climate change. Further, the conditions in society that allow for 
climate change to go unchecked are also altered. Sustainability at the 
university level is not simply about complex recycling programs; it has 
a much broader scope. These shifts can be broad strokes such 
making environmentally sound financial investment choices for 
university assets, reflecting the core beliefs of an institution. They can 
be finely tuned to mirror pedagogical values of an institution, in turn, 
influencing the thinking of those who will become law makers, 
healthcare workers, builders, entrepreneurs, etc., ultimately looping 
back to develop the philosophies that take us into deeper ways of 
knowing Creativity drives this educational process profoundly. . 

Before we can speak our truth in the classroom, we must first strive to 
know ourselves better. We are currently endeavouring to foster the 
conditions that disrupt our patterns of thinking, teaching, making and 
being in order to align more closely with the emerging global 
paradigm. If we can't leave our comfort zones, how can we possibly 
ask this of another? We believe artists are innately curious, dexterous 
and flexible individuals. We question, interrogate and debate the 
“why” of what we think and the “what” of what we think, deeply; then 
we share these findings. This is significant. This is where one finds the 
power to change.  

Rebecca Hannon's Creative Practice
Crown-of-Thorns

With climate change looming and questions surrounding the use of 
resources intensifying, it is a challenging time to be a maker of things; 
but the challenge has always been present and at its best breeds 
resourcefulness in us. India is my favourite place to observe the 
absolute beauty of craftsmanship and ingenuity in materials and 
connections; often exhibited in utilitarian objects among others. 
Learning about makers fosters human connection and objects of use 
and objects of beauty are how I find my way into a new culture.

When I move to or travel to a new place a flea market or second-hand 
shop is often one of the first stops I make. I find them intriguing as flea 
markets, in my view, are indicators not of what a culture chooses to 
throw away but of what they deem valuable enough to save. Each site 
I visit gives me a glimpse into a particular place, distinct cultural group 
and specific moment in time. Like a snapshot; I use these images to 
conjure stories about these orphaned belongings, helping me to 
create imaginary narratives about the characters who owned them 
and how and why they ended up here. Objects and their makers are 
part of our tangible and intangible cultural heritage. Craft scholar 
Glenn Adamson investigates the power of objects and spoke recently 
about their unique ability to bring people of different ages, political 
persuasions and backgrounds together. This—coming together—is 

so important in our current era of division and opposing views.  When 
an unknown object is “discovered”, onlookers will lean in together, 
pool their curiosity and knowledge to guess at its meaning or utility. To 
hold, to share and to discuss this history connects people from 
diverse backgrounds, cultures, ages and genders together. “The real 
test of an object's worth lies not in its efficiency, novelty or even 
beauty,” Adamson says, “but in whether it gives us a sense of our 
shared humanity.” This is a power that objects still hold, they speak to 
our human condition. 

One such object that had a powerful influence on my artistic practice 
was a delicately carved and dynamic movable chain fashioned from 
wood that I found at a thrift store almost 10 years ago upon first 
moving to Halifax. Its provenance was unknown; tertiary research led 
me to know that it was a common early 20th century wood carving 
project where each link fits into the next without glue or nails, without 
an apparent beginning or end. It was called a “Crown-of-Thorns” and 
was often hung atop a black and white photo to serve as a picture 
frame. In interpreting this interlocked chain, I sought an iterative 
approach that allowed for new economic interpretations. 
Familiarizing myself with this particular object, I paired history and 
handcraft with an unlikely partner—digital fabrication. By taking apart 
the original, I understood the linking system and the repetitive pattern 
of threes; turning this into a vector drawing and manipulating its 
shape while keeping the same pattern of three provided a range of 
variety. My material of choice is laminate, a long wearing colour used 
on countertops in kitchens and bathrooms. I utilized the off-cuts left 
over from interior jobs which speak to the fashion of different eras—a 
high gloss salmon pink from Italy or a macaroni shaped pattern 
designed by Ettore Sottsass from the 1970's. 

Shapes are drawn by hand, scanned, made into vectors, cut onto the 
materials with a laser, tumbled, bonded, filed and drilled. Human 
hands touch each piece many times, but it interests me to see 
people's reaction to the incorporation of digital tools, often along the 
lines of, “oh—a computer made that”. 

I have a deep love for folk art, it's pragmatic use of everyday materials 
combined with an intuitive human need to make. Folk art asks us to be 
“curious and nonjudgmental”. It can be found throughout time and 
across cultures. Its influence on my work is indirect, I seek economy in 
colour, form and fabrication, with an eye towards having a significant 
visual impact as folk art and craft does. My hand work, like folk art and 
craft work, ask questions and demands curiosity. Recent works 
explore the reuse of my own waste materials in new pieces.

Gary Markle's Creative Practice
Selkie Skins: Speculative Solutions to Fast Fashion.
I have been a full-time fashion educator for ten years now. While I have 
long been aware of the negative impact of the garment industry on 
humans and the environment, this appointment and the security it 
affords allowed a deep dive into research connected with confronting 
fashion and its often negative relationship to materiality and identity. 
Two examples of collaborative research-creation projects from the 
last decade come to mind; Sow to Sew explored the idea of locally 
sourced and environmentally sound materials for garment 
manufacture and Worn Well a design for dignity project that stemmed 
from caring for my mother as she battled Alzheimer's disease. These 
projects where highly collaborative, involving researchers from 
environmental science, agriculture, medicine, social science and 
humanities, the garment industry and private individuals, as well as 
craft, art and design. These powerful associations continue to inform 
my multi-year research-creation project titled: Wear/Where Do We 
Belong? It is from this perspective, questioning the status quo, that I 
am approaching a (re)connection to humanity and the world at large. 
In an attempt at decolonizing my practice and therefore my 
interactions with all “others”, I want to think past the current age of 
crisis and into a time when the Anthropocene era has ended. I am on a 
mission to contribute to the solution for how to dress humans in a 
way that is life affirming. I realize this is a long journey and is, in many 
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ways, (science)fiction but to paraphrase Lao Tzu and the ancient 
Chinese proverb, even an “imaginary” journey of a thousand miles 
must start with a single step.
 
The first steps toward this aim are to imagine different futures, to find 
narratives that help heal relationships to the material world and to 
challenge present understandings of garment and textile production. 
In order for me to see more clearly the relationship of the varying parts 
of the fast fashion machine, I need to move away from it. I have to 
redress my relationship to fashion, undress it and strip it to the bone in 
order to see it for what it is. In so doing, I have moved further and 
further away from commercial clothing making. The perspective 
from stepping back has helped me to see the disconnect between 
what I make and the resources needed to sustain this practice. It is 
impossible to rationalize the burden of this on the earth. And in 
particular the need to account for the damage to the waters of the 
earth came into clear focus. 

Selkie Skin, an ongoing art project of mine, is purposefully centered on 
and in water. It borrows the myth of the Selkie which is an ancient 
fairy-tale from the Northern Hemisphere wherein, a mythical creature, 
half seal/half-human, has the ability to transition from an aquatic life 
to terrestrial domain. By magically shedding its seal skin under the full 
moon, it can exist on land but must don this skin to return to the 
ocean. This creature is characterized by a feeling of never being 
content, neither on land, nor in the sea. To me this discontented state 
echoes the dilemma of humankind. I evoke it as a powerful archetype 
to help me hold a place and space of transformation. Selkie Skin is a 
series of interactive garments, performances and installations that 
explore the littoral space between land and sea. Designed to allow the 
wearer to float in an altered state of contemplation and heightened 
awareness, this research project explores how embodiment and 
narrative activated by mythology can help to bridge the intellectual 
and the emotional aspects of identity. Garments consist of crochet 
and knotted fishing net-like base garment and “fur” made of organic 
aquatic flora and other non-toxic post-consumer materials collected 
from the shoreline and beyond.    
    
Humans seem to understand the environmental impact of the 
excessive consumption of textile materials, the mistreatment of 
factory workers, the waste created by the global garment industry—at 
least intellectually, but have trouble grappling with the reality of the 
damage their consumption of clothing has, as witnessed by the 
continued consumption of fast fashion. 
This disconnect has huge impact on the environment and a very 
specific impact on the waters of the world, for example at the macro 
level; dyebath runoff that makes rivers heading to the sea literally turn 
red, to the microlevel; microscopic acrylic fibre which are shed during 
machine washing, eventually make their way to the oceans and enter 
the food chain. Humans have now left their mark on a cellular level on 
any and every living organism that metabolizes in an aquatic 
environment. By exploring the liminal space between land and sea, I 
hope to create a narrative of empathy for the waters that give us life. 
My objective is to return to the system of fashion, both as a maker and 
educator, armed with practical ideas for bringing attention to the 
crisis and changing it. I desire to help shape a new economy for 
clothing design, manufacture and distribution and in address the 
reality that fashion should not cost the world. 

Pedagogy as offshoot
As dedicated teachers we find that the line between our professional 
practice and pedagogy is often thin. In fact, the act of teaching, in 
great part, is informed by what we are making, reading and thinking 
about at any given time. This includes thinking as making, existing 
both in-mind and with-body. As Finish architect Juhani Pallasmaa 
postulates: it is only through the unity of mind and body that 
craftsmanship and artistic work can be fully realized. We bring these 
embodied discoveries to our students in the form of course material, 
inspirational dialogue and with personal examples of success and 
failure. Through striving to be worthy examples of research-creators 

to our students we demonstrate how to be makers not merely in 
words but also in action. Though challenging and not always an easy 
balance to maintain, it is important for us to be relevant creatively, to 
respect our inner drive to create as well as to our institutional 
obligation. It is our interest in sharing knowledge gained through 
investigation in the realm of materiality; a core value that informs our 
individual practices which has resulted in a new course, “Material 
Exploration and Expression”, described in the introduction to this text.
 
Though our creative work is dissimilar in many ways, we are 
connected through the body as focus and site of our work. We also 
overlap significantly in how we view the body in space and the 
importance we place on this vantage point. This situating in the fourth 
dimension is a vital aspect of our work, a space shared with other 
time-based art production, such as architecture, theatre and dance. It 
testifies to the importance of the performative qualities of adornment 
regardless of medium. Art as social practice is clearly established at 
this point, but the idea of teaching as an art form that connects to 
social practice is still radical. We seek to take this on and explore how 
this framing might allow for expanded notions of what the time in 
classrooms mean for those who teach as well as those who are 
taught.
 Teaching is a performative act and according to the theory of 
Liminality, connects through ritual to the transformative possibility 
inherent in such activities. 

We want to acknowledge that one of the greatest gifts of being a 
teacher is the benefit of learning that is received in the classroom. It is 
a welcome disruption and if nourished returns day after day to 
broaden the scope of what is being taught and what is being learned. 
It is indeed a thin line that exists between these concepts. The desire 
to share knowledge and create new knowledge is potent. In the grand 
scheme of things educational, reciprocity is critical, without it the 
motivation to keep growing as a teacher fails. Service alone can't feed 
the needs of art students, in fact it is likely hopeless, as it gives rise to 
impassable linearity which is antithetical to what most creative 
educational institutions claim to stand for.  

Innovation and disruption are inexorably linked. It's not simple to have 
to rethink one's way of living, making work and way of teaching, but to 
continue to teach in a manner that is not relevant to the reality of the 
times is misguided. The refusal to acknowledge that the world is 
fundamentally altered and that long established human systems are 
failing is to be further doomed. In order to innovate we must alter what 
is; in order to innovate for a reason other than change alone, we must 
identify what is not working, what could be improved and what 
therefore needs to be altered. Disruption is a powerful tool for 
innovation, but it comes with a price. The cost can be subtle and as 
simple as a social shift in addressing others from “he”, “she” to the 
gender neutral and singular “they”. What is the cost of this 
adjustment? Disruption of old grammatical forms, perhaps a brief 
moment of mental anxiety as a long-established pattern must be 
reformed? Global disruptions and migrations fuelled by climate 
change, political instability exacts a staggering toll to humanity. 
These are examples of disruption on vastly different scales, yet both 
indicate that something needs to be altered. That ways of thinking 
and living are being challenged. That innovation and the pragmatic 
human hand will be called in to mend and make anew. 

Carbon impact of this trip
We came to this colloquium to discuss disruption and innovation in 
Fashion related to education and industry. There is danger in the 
conceptualized idea of Fashion. Seen from the vantage point of being 
an abstracted problem, it is easy to separate Fashion as a main 
contributor to conditions leading to climate change, unfair labour 
conditions and sexist stereotyping, etc. It allows us to point to 
something other than ourselves, to lay blame. In truth we are the 
Fashion problem. Collectively we must shoulder the burden of this 
problem, as consumers who fuel the industry and as the producers of 
this commodity, in order to generate solutions. As stated already, 

Fashion Colloquia 2020, Jaipur96



fashion implicates us all. Humans have the power to change this 
system. 

In writing this paper we are reminded of our impact on the planet in 
terms of our cultural reality, living in North America, on the East Coast 
of Canada with the luxury to choose a lifestyle appropriate to income. 
These are the conditions of existence which relate to our teaching and 
creative practices. How then, can we justify our presence in Jaipur at 
the ARCH colloquium in an era of TedTalks and platforms for 
advanced video conferencing? What is the purpose of physically 
making a journey to India? A quick estimate of the carbon emissions 
for a journey by airplane for two travellers from Halifax to India is 
approximately ten million grams. 

Do we still need to come together to break bread, to share the air and 
to see each other in real time and space? Is this best practice? We 
believe it is. There is important work to do in the compressed space of 
meeting together with clear objectives. It allows us to sense the 
energies of others, the subtle qualities that level differences of culture 
and race. The need to visit even fleetingly and imperfectly each-others 
lived experience. To exchange ideas, to agree and to disagree, to 
challenge each other to confront these differences. It is our purpose 
to connect with you, to develop relationships, to exchange our 
students, ideas and ourselves. Once these connections have been 
made the work of developing strong ties will allow for years of further 
collaboration and future projects; in turn enabling the very idea of 
local to be dismantled. The planet is very small after all. Paraphrasing 
Marshall McLuhan: On spaceship earth there are no passengers, we 
are all crew.
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NEW TECHNOLOGIES &
NEW PARADIGMS :
STORIES OF TRANSFORMATION



ABSTRACT
'Painting with thread' was the name for embroidery, historically done 
by women. Embroidery is the art or handicraft to decorate materials 
surfaces, been practiced through decades. The origin of embroidery 
dated back to  or 30,000 BC. In Siberia, around 5000 Cro-Magnon days
and 6000 B.C. elaborately drilled shells stitched with decorative 
designs onto animal hides were discovered.  from decades to till now, 
there has been change in materials. Embroidery was added to 
embellish material, leather is also one of the linear materials. To 
remove scars and permanent holes, rewards were great, to embellish 
leather. Earlier leather embroidery was done by hand, now also done 
by embroidery machine. Embroidery can be added to leather to create 
design details. Embroidery look fantastic on leather, as long as 
followed by some basics. Leather comes in several different types. 
There is cowhide, buffalo hide, goat skin, sheep skin…. a lot of variety, 
crucial to understand variations of leather, also identifying the type of 
tanned leather (Vegetable/Chrome), techniques involved. The 
research is to understand leather machine embroidery with right 
supplies, techniques, materials as thickness also affects embroidery, 
as understanding the thickness required for machine embroidery on 
different varieties of leather, also focusing on the certain to stabilize 
leather. The biggest area of misconception regarding leather  
embroidery is in what needles should be used. There are needles 
designed for sewing leather, choosing the right needle which are to be 
used to embroider leather, according to the thickness. Covering all the 
details for the better results.

#Keywords: Surface art work, Surface embellishment, Leather 
types, Stabilizer, Hooping, Programming, Needles.

INTRODUCTION
Embroidery is the art, handicraft of decorating fabric or other 
materials with needle and thread or yarn, has been practiced for 
decades. The word embroidery comes from French word broderie 
means embellishment.  In Recent years fossilized remains of hand 
stitched and decorated clothes, boots, and hats were found by an 
archaeologist. Embroidered clothing with a silk thread, stones, pearls 

rd thand chain stitch was discovered in China between 3 -5  century. In 
the orient and middle east fibre, embroidery and needle work was 
originated. People discovered that the stitches were used to join 
animal skin were also be used to make decorative items. Embroidery 
was considered as luxurious in 1500 AD and thread and embroidery 
became famous form 1500-1700 AD. In different cultures, tradition of 
embroidery techniques was passed from one generation to another. 
The yarn and fabric used in traditional embroidery vary from one 
place to another place. From thousands of year wool, linen and silk 
has been used for both fabric and yarn. “Embroidery as a part of social 
movements and female empowerment”, embroidery has mostly been 
connected with women. My grandmother ones told me that when she 
was young, sewing was often an excuse for women to “get out of the 
house” and meet other women. Today's embroidery looks a lot 
different from the embroidery of the past. Most contemporary 
embroidery is stitched with a computerized embroidery machine 
using patterns that are “digitized” with computer software. While the 
style and technique of modern embroidery may be different from its 
ancient roots, much of the purpose and use of embroidery remains 
the same. In ancient times, the people use to decorate the animal 
hides/skins with pearls, beads and thread embroidery. The holes in  
leather and faux leather are likely permanent, but the rewards are 

great for those who choose to embellish leather with embroidery. 
Many believe that leather will punch out like a paper doll when 
embroidered. While that can happen, it only happens with particular 
types of leather. So, then, it's important to understand the fabric and 
different variations of it. Embroidery on leather can look fantastic, as   
long as followed through the basics, and be careful. This makes it  
crucial to understand the variations of leather, there are two types of 
tanning techniques for leather. The first type is oak, bark or vegetable  
tanning. This type of tanning produces a hard surface suitable for 
tooling. Tooling is the embellishment process that uses metal dies 
and a mallet to stamp decorative motifs into the surface of the 
leather. The second type of tanning uses chromium salts to produce 
chrome-tanned leather which is soft and pliable. This type of tanning 
is used to make upholstery and garment leather, which is suitable for 
embroidery. Most garment leathers are made with cow, goat, lamb,  
boar and deer skins. The surface can be either smooth full-grain, top-
grain or the suede surface of a split. The body part of the animal that 
makes the skin is another thing. Leather made from the stomach area 
will have more stretch than leather taken from the back. Leather 
comes in different varieties, each have different qualities, thick, thin, 
stretchy, stiff etc.  Today's embroidery looks a lot different from the 
embroidery of the past. Most contemporary embroidery is stitched 
with a computerized embroidery machine using patterns that are 
“digitized” with computer software. While the style and technique of 
modern embroidery may be different from its ancient roots, much of 
the purpose and use of embroidery remains the same. Embroidery 
has, and always will be, a popular way for people to decorate their 
homes and themselves with personalized brands and logos.

METHODOLOGY
Understanding the embroidery parameters on different types of 
leather, practically to be done in the labs by embroidery machines. 
The obtained result can be variable under various conditions. 
Gathering information about the different parameter of embroidery, 
identifying the certain factors of leather, hence this research is 
laboratory research.  

OBJECTIVE OF STUDY
Ø Supporting Materials for different types of leather.

Ø Process for embroidery on leather.

Ø Programming embroidery on different types of leather.

SUPPORTING MATERIALS FOR DIFFERENT TYPES OF 
LEATHER
To maintain the surface of the leather for the embroidery, controlling 
the stretch of leather, certain supporting material are used to stabilize 
the leather. There should be bond at the back side of leather to 
stabilize. Fusible material is the better choice for the leather. Fusing 
certain components creates strength and stability and improves the 
shape and crease resistance of a garment. There are different types 
of fusing materials(interlining). These are used at the back side of the 
leather, or it is used between the layers of leather by applying heat and 
pressure for the certain time. Fusible materials come as paper fusing 
and fabric fusing, also both comes in different coatings. 

EMBROIDERY PARAMETER FOR DIFFERENT TYPES OF LEATHER
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FUSING MATERIALS IMPROVES
Ø Stabilization and control of crucial regions of the garment.
Ø Strengthening of design features.
Ø Maintaining the crisp and fresh look of the base material.

PURPOSE OF FUSING MATERIALS(INTERLINING)
Ø To make sewing easier and to increase throughput,
Ø Maintaining shape and improving appeal of the garment,
Ø Making a functional, easy to wear product.

FUSING PROCESS-
The temperature and pressure are the elements of fusing process.  By 
increasing the temperature at the 'glue line', the resin changes its 
state from a dry solid to a viscous fluid. By applying the adequate 
pressure the molten state of resin will adhere to the fibres in the main  
material(fabric/leather). All along the cooling process, resin thus 
resolidifies and a durable bond is formed between the fabric panels. 
To activate the resin, the heat has to be passed on the fabric, a certain 
holding time.

RESIN-
The resins are applied to the base fabric for bonding. While the resins 
are exposed to pressure and heat for a specific period of time, it 
becomes the bonding or adhesive agent between the interlining and 
the top fabric. During the continuous application of pressure and heat, 
the molten resin could penetrate into the top fabric and while cooling 
the solidification of molten resin forms a bond between the interlining 
fabric and the Leather/fabric. The resin has certain conditions-

Ø Upper-limit temperature – The resin should be converted into a 
viscous state at this temperature and should not damage the 
leather/fabric. While this temperature varies based on the 
consumption of the top fabric, it hardly ever exceeds 175°C.

Ø Lower-limit temperature – This is the minimum temperature at 
which the resin starts to become a viscous state. For most 
fusible interlinings, this is about 110°C, and is slightly lower for 
fusible interlining used for leather materials.

Ø Cleanability – The adhesive characteristics of the resin have to 
be durable enough to sustain repeated dry cleaning or washing 
operations during the life of the garment/material.

Ø Handle – The resin should contribute to the requisite handle 
and drape of the Leather/fabric and should not act as a 
stiffening agent on the final garment.

Coating is the method in which the thermoplastic resins are applied to 
the substrate material. There are 3 types of coating-

Ø Scatter coating – This method utilizes electronically controlled 
scattering heads to set down the resin onto the moving fabric.

Ø Dry-dot-printing – The resin is printed onto the fabric through 
an engraved roller having microgrooves to retain the resin.

Ø Paste coated – The net-like structure is formed by heating the 
resin and then it is laminated on the fabric by applying heat and 
pressure.

CONTROL OF FUSING QUALITY
Fusible interlinings are accurate products and it is important that 
they are fused on the correct equipment under strict control of 
parameters. Factors affecting fusing quality are

Ø Temperature

Ø Time

Ø Pressure

Ø Peel strength

Ø Dry-clean/wash

PROCESS FOR EMBROIDERY ON LEATHER
Leather requires some tricks to get to come out just the way we want 
it, leather and embroidery is the magical combination. The process 
includes choosing leather to stitch, selecting designs that will work 
well with the leather, selecting needles, supporting material which will 

make embroidery to look good on leather, special techniques for 
hooping leather.

PROCESS-
· Leather comes in different types, selecting the leather type for 

programming machine embroidery.

· Needle! Is an important one, right needle to embroider leather. 
Hence, 14 number is used for machine embroidery on leather.

· In leather machine embroidery, the needle does not vary to the 
different types of leather, it varies from design whether it is 
intricate or big designs. If a type of leather has intricate design, 
it may cut leather depending on the variety of leather.

· For the leather embroidery, leather should be stabilizing by 
fusing it with the fabric fusing, as it gives strength and support 
to the leather and embroidery.

· Thereafter the desired motif to be drawn/traced on the leather 
to programme the machine embroidery on leather.

· The leather like Sheep Napa, Cowhide, Pigskin which has 
searchability are to be hooped so that it may embroider easily 
and efficiently whereas in Goatskin, Cow VT leather, hoop is not 
required because of their leather characteristics, these leather 
are not stretchy.

This is the machine embroidered needle of 14 number, 
sharp point needle is used.

Materials required for embroidery, like hoops, threads, etc.

The motif to be traced, firstly drawn on gateway sheet then the 
motif is traced on the required leather by the chalk.

There comes machine embroidery, the embroidery machine, the 
most important things necessary for successful machine 
embroidery are suitable needle, correct thread tension, appropriate 
bobbin and top thread, a good stabilizer as backing for the fabric, 
hoop to keep the fabric/Leather flat.
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Primarily, selecting the top thread depends on your sewing machine 
and the fabric you are embroidering on. You need a thread which will 
stand up to high-speed stitching without breaking or fraying, be 
colourfast and withstand many washings without damage to colour 
or stitches and give good fabric coverage.   

Knowing about thread weight is also important.  Rayon thread is an 
all-time favourite of most machine embroidery as it has a beautiful 
sheen and does not break or fray.  If you have a design which needs to 
be stitched densely, use a thinner thread otherwise it will be too bulky. 

PROGRAMMING EMBROIDERY ON DIFFERENT TYPES 
OF LEATHER:
Leather embroidery requires less underlay and a little lighter density 
to program designs. Programming embroidery on leather with the 
standard stiches. Maintaining the tension while embroidering on 
leather by machine means to stitch designs such that the bobbin 
thread does not show through the face of the embroidery. The 
machine embroidery is performed on several types of leather using 
the same motif, same thread, same needle number on all types of 
leather.

Design motif drawn/traced on cowhide, cowhide was of thickness 
1.0mm, it was spilitted into 0.5mm. Thereafter it was then fused with 
the fabric fusing which was of 0.2mm, so the total thickness was 
0.7mm for embroidery. Thus, the leather was hooped and rayon red 
thread is used for it. 

Design motif drawn/traced on Pigskin; Pigskin is very thin it was 
having thickness 0. 6mm.Thereafter it was then fused with the fabric 
fusing which was of 0.2mm, so the total thickness was 0.8mm for 
embroidery. Thus, the leather was hooped and rayon red thread is 
used for it. 

Design motif drawn/traced on Cow VT; Cow VT was having thickness 
0. 6mm.Thereafter it was then fused with the fabric fusing which was 
of 0.2mm, so the total thickness was 0.8mm for embroidery. Thus, 
the leather was not hooped and rayon red thread is used for it. 

Design motif drawn/traced on Sheep Napa; Sheep Napa was having 
thickness 0.75 mm. Thereafter it was then fused with the fabric fusing 

which was of 0.2mm, so the total thickness was 0.95mm for 
embroidery. Thus, the leather was hooped and rayon red thread is 
used for it.  

Design motif drawn/traced on Goatskin; Goatskin was having 
thickness 0. 8mm.Thereafter it was then fused with the fabric fusing 
which was of 0.2mm, so the total thickness was 0.10mm for 
embroidery. Thus, the leather was not hooped and rayon red thread is 
used for it. 

CONCLUSION
The systematic and practical study interrogates the embroidery 
parameter for different types of leather. Little research done for the 
embroidery, its techniques, its history, for the different types of leather 
with the right supplies, materials and selection of design for machine 
embroidery. The research has tried to compare the surface material 
required for the machine embroidery practically. This research is 
having all the information regarding machine embroidery on leather 
which may help in the design field, students as well as leather 
industry.
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INTRODUCTION
Yesterday, while opening my Instagram feed, the first thing I 
encountered was a video of three pretty girls (non-obvious models) 
dancing around in nothing more than underwear, shirts and socks. 
The garments look comfortable and aesthetically pleasing enough 
for me to actually wonder where I could get a pair for myself. This 
video has been a part of my social media feed for the past three days 
and while realising I've encountered it multiple times by now, I start to 
wonder why I'm seeing this. There is no obvious branding to be found 
and there are no tag lines used (e.g. get 15% off your first order) — just 
three girls, all of different race, having fun in a studio setting dancing 
to the same song I was listening to just an hour ago on my personal 
Spotify playlist. The joy and ease capture my attention the most along 
with the type casting. The fact that the video is an advertisement for 
weekday, only becomes clear when I click the assigned promoted 
post that leads me to its web shop, where the launch of a new 
underwear line becomes apparent. While I don't follow the brand on 
Instagram, I do follow the artist of the song featured in the video on 
Spotify, and, on Instagram I also follow girls that are ethnically and 
aesthetically equivalent to the girls dancing in the video. I've made my 
preferences and interests clear through the use of these new media 
tools. This specific online behaviour can be tracked by algorithms. It is 
therefore implied that I'm part of the brands target group. And even 
though I currently have more than enough underwear, I get the feeling 
that I really need these new items.

Subliminal triggers like these are often found within our fashion 
system. The system instigates a commercial rhythm through the 
introduction of new trends and seasonal collections, in which trends 
pose as the desired new. The idea of the new connotates a 
momentary zeitgeist and is thus created in the form of seasonal 
collections with the goal to accelerate our buying behaviour. The 
current zeitgeist is very much in conjunction with new media. This is a 
form of media, in which digital devices are connected with its user 
through online applications such as Instagram and Spotify. These 
applications embody an algorithm; a calculated force that performs 
calculation, (personal) data processing and automated reasoning. 
The algorithm forms a link between new media and the fashion 
system. The algorithmic new media can be linked to the rhythmic 
fashion system.  Both cyclical rhythms are used as strategy to push 
the consumer in a continuous cycle of buying fashion.  In addition to 
the offline production cycle, the algorithm therefore is an additional 
rhythmic system that forces us into this fashion system. When 
algorithms track my online behaviour and subsequently offer 
recommendations, they not just force me into a certain rhythm, they 
also inherently narrow down my scope of choice. The algorithm 
works towards limitations or creates a certain focus, thus can be seen 
as a propagandistic tool that mystifies, blurs our perception (blocking 
all the other options) and steers our choice. The confusing part is that 
this propagandistic core is navigated by our own online behaviour, the 
online behaviour of its user. We, ourselves, are the ones that give input 
for this algorithm to behave the way it does. These rhythms and the 
digital infrastructures that they are build upon, are considered to be 
fluid, in a sense that they have the ability to adapt and navigate its 
online follower in the algorithmic machine's desired path, while 
having the user think it's his or her own incentive. This desired path it 
stimulated by the fashion system through the utilisation of the 
algorithmic gaze. This gaze embodies the portrayal of its users digital 
landscape, in which determined preferences reach beyond, and 

overtake, an objective view of the consumers digital surroundings. It 
can therefore be seen as a form of digital propaganda, serving the 
consumer a stream of subliminal triggers that focus on tricking the 
consumer into buying. New media and its applications pose as the 
perfect digital infrastructure for the distribution of this form of 
propaganda, as new media is engrained in our daily lives. As new 
media are engrained in our daily lives, they form a perfect digital 
infrastructure for the distribution of fashion as capitalistic 
propaganda. Thus, as part of commercial rhythms, algorithms 
mystify the influential effect new media has on our consuming habits, 
affecting our ability to consciously position ourselves within the 
fashion system.   

This essay encompasses the exploration and interconnection of the 
fashion system and the concept of the algorithm. As they both 
possess a certain rhythmic ability that blurs our perception of 
consumer agency, it is my belief that through the utilisation of 
algorithms by the fashion system in our current digital based society 
— these rhythms function as tools for mystification.  Through the 
concepts of rhythm analysis, fashion in the non-textile realm, the 
propagandistic core of new media and defining the consumer-as-
user within new media, I aim to explore and explain the way rhythms 
are used to mystify and subliminally influence the consumer on a 
daily basis. This influential strategy ultimately manipulates the sense 
of autonomy and therefore ones agency. Unconsciously acting upon 
consumer culture attributes to the already polluting character of 
fashion and diminishes the consumers ability to convey change 
within the confined structures of consumer society. Once we realise 
that we are being addressed as full-time consumers by all media 
surrounding us in everyday life, regaining digital agency and taking 
responsibility within our digital environment is an important step to 
take. 

The first two chapters are dedicated towards introducing the concept 
of rhythms as a conditioning force and linking rhythms in fashion to 
repetition by explaining that the fashion system works as a system of 
visual influence. Chapter three and four further explore fashions' non-
textile dimension by connecting it to the propagation of consumers' 
habitual rhythms. Here, the concept of propaganda and its 
attendance in communicating capitalism through fashion is defined. 
Chapters five and six aim to explain new media and situate 
algorithmic influence in fashions' online realm. Finally, chapter seven 
questions the state of the consumers' digital agency and its 
implications regarding its passive behaviour.   

LIVING THROUGH RHYTHMS
Enforcing a rhythm can adapt the course of the conscious. Rhythms 
are important within the aspect of daily life as we condition them and 
are also conditioned by them. This double-sense notion is why 
rhythms are to be considered active participants in our daily lives. 
Although they help us live our lives accordingly and create a safe 
environment, its conditioning is also in collusion with its ability to 
mystify and create a passive state of experience. Perhaps the most 
important quality of a rhythm is that it is normally hard to break a 
rhythm once engrained as habit.

Neo-marxist philosopher Lefebvre [1992] dedicated his research to 
defining the concept of rhythm as a tool for analysis. Within this 
research the question of the body, and in particular the body under 
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capitalism is a recurrent topic in which rhythm analysis concentrates 
on outlining a paradigm; rhythms reveal and hide at the same time. In 
the analysis of rhythms, biological, psychological and social, Lefebvre 
shows the interrelation of time and understandings of everyday life, 
as we train ourselves and are trained to behave in certain ways. 
Approaching the concept of rhythm as a science or field of 
knowledge, as Lefebvre does, helps to analyse its practical 
consequences. These practical consequences can be seen in the 
adaptation of mass public to a structured system such as the 
rhythmical structures we experience in everyday life (eg. opening and 
closing times of physical shops). These rhythmical structures are 
also to be found within the workings of the fashion system, in its 
conditioning and adaptation of our buying behaviour by continuously 
instating new trends.

Lefebvre determined that we experience three different rhythms on a 
daily base; 

· Cyclical rhythms: which involve simple intervals of repetition 
and have a determined frequency of period, and also new 
beginnings. An example would be day fading into night and 
night brightening into day. 

· Alternating (linear) rhythms: which are measured on a decimal 
base (the metric system). An example would be the flow of 
information from a television set. 

· Nested rhythms: which are rhythms that are ingrained within 
each other. An example would be the broadcast of the local 
news at set intervals throughout the day, throughout the week. 

DESIRING THE NEW  
The behavioural rhythm of consumers is currently mediated by the 
fashion system as they see fit, blazing through seasons and sub-
seasons as if a natural and biological set of weather regulated rhythm 
never existed. Biological seasons have been replaced by 'the new' in 
form of trends that instigate the consumers' desire — read: mood and 
need — to obtain this 'new'. Philosopher Svendsen [2006] talks about 
'the new' being one of the principles of fashion, and emphasises the 
cyclical rhythm of fashion stating that the business and its system is 
driven by this principle of making the cycle as short as possible. 
Fashion as a directorial force then becomes a generator for our 
consumer-driven society and helps brands and their creative teams 
create desires we did not know we had. As the process of 
consumption has moved on from needs to pleasures, fashion has 
become its primary driver. [Worth, 2011] 

The concept of rhythm analysis as a tool for the exploration of our 
daily habits becomes acutely apparent when we look at the regulated 
flux of our consumer habits. As rhythm is heavily concerned with the 
concept of time, the most obvious example being musical rhythms 
which are generally categorised by BPM (beats per minute), this also 
becomes very clear by examining the fashion system and its 
fashionable rhythms. During my childhood, I experienced the 
changing of seasons to regulate the change of clothes my mother 
presented me to wear. Fall season made sure consumers gravitated 
towards trench-coats, water resistant materials, and moody colour 
pallets such as mocha brown, burgundy and forest green. In winter, 
when it was cold and minus degrees celsius, chunky knits and fleece 
were amongst the possible options, but by the time spring turned into 
summer, linen and silky textures were ready to cover our bodies in a 
more care free type of fashion. There were four designated times a 
year for a change in wardrobe content, regulated by the season. And 
fashion (as a consumer-based system) played into this change by 
adapting to season, mood, and consumer need. Eventually this 
consumer aspect 'mood' and 'need' became important parameters in 
order to overrule the aspect of the season. And because the 
individuals' moods and needs are fickle concepts and are easily 
influenced by its environment — in contrast to the seasonal shifts. 
Fashion honed in on these givens in order to accelerate this 'seasonal' 
wardrobe change, thus changing consumer habits. Over time — time 
being one of the most crucial aspects within the current state of 
fashion, as noted by Aurelie van der Peer in her Fashion Theory article 

'So Last Season' [2015]— the fashion system transformed. 
Introducing new collections, by taking advantage of the concept of 
seasonal change, and creating (sub)seasonal change by introducing 
these collections in between the four seasons, thus creating a new 
rhythm. These fashionable rhythms are now mainly addressed as 
trends.

Overall, fashion uses the attendance of natural rhythms in daily life 
and conditions these in order to affect its consumer. These rhythms 
influence the consumer which results into them adapting to the 
likings of the fashion system.  

FASHION AS A VISUAL SYSTEM OF INFLUENCE
To generate understanding of fashions' manipulative processes, 
exploring its visual realm is necessary. Image is one of the most 
prominent tools used to communicate fashion and to influence the 
consumer-audience. It is important to realise that fashion lives 
beyond cloth and manifests itself mainly through image. 

REPETITION IN FASHION
In the visual culture of fashion, repetition of brand images have been a 
clear asset to the way the fashion system operates when addressing 
its consumers. The repetition can be found in the utilisation of 
billboards at metro stations and bus stops for seasonal campaign 
images, which situates fashions visuality amongst the consumer in 
everyday life. Another form of repetition are video campaigns during 
the returning commercial breaks while watching television. In fashion 
magazines this repetition is sketched through trendy narratives in 
form of advertisements, editorials and the recurrence of brand logo's. 
There is also repetition apparent in terms of production, through 
stimulating regular wardrobe renewal by way of introducing new 
collections and trends that are based upon improved alternatives of 
previous style offerings (eg. a slip dress that was part of the Calvin 
Klein collection mid 90's can now be revisited in H&M's spring 2019 
collection). With every collection you can become a new you, thus 
embodying the cyclical rhythm of fashion.  

The visual dimension of fashion (beyond wearable garments) thus 
creates the possibility to infiltrate our daily lives through billboards, 
magazines and of course: the internet. Consumers used to be able to 
identify when an image they encountered belonged to a form of 
advertising or marketing by distinct visual elements. These elements 
or signifiers took form in obvious marketing characteristics such as a 
stating a clear brand name, a tagline selling price or emphasis on the 
form of a specific sellable product. Thus, an advertisement used to 
portray the visual narrative of the pushed merchandise. The shift from 
this narrative based society to a more digital based environment has 
made it harder for the consumer to analyse when or what an image is 
trying to sell. The digital visuals often lack the commercial credits of 
companies that are offering products via digital advertising. For 
instance, it has only been a year since a law was instated that it is now 
mandatory to clarify when a post via Instagram contains sponsored 
content. This has to be done through (at least) the use of #add or 
#sponsored in the posts description. The lack of clarity in the 
commercial origin of online visuals makes it harder for the consumer 
to consciously engage or dismiss the commercial aspect of the 
encountered image. 

The shift from classic visual encounters, such as magazines and 
campaigns shown in store windows, to fashions visuality and its 
occupation to new media becomes even more apparent now that 
fashion is trying to 'transform itself for the digital age'. [Fernandez, 
O'Conner, ]. Par example, Conde Nast, which is the privately 2019
owned publisher of Vogue & Vanity Fair and one of fashion's biggest 
proprietors and enablers of the visual realm of fashion through print 
magazines, has recently instated a tech executive as the company's 
first ever Global Chief Executive.

As modern life takes place on screen, new media has made it possible 
for fashion to be more unobtrusive when it comes to selling its 
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commercial narrative through images. Users of new media encounter 
the fashion brands' advertising without the prominence of a physical 
billboard. Through the use of a digital infrastructure the algorithm 
allows images to follow the consumer and accelerate this rhythm of 
repetition. The ability to follow the consumer and visually show what 
consumable options are available to them, holds a prominent role in 
the way the online realm exerts its influence on its users. Instead of 
'telling' its user to buy an item because it's on sale, it is showing what 
you could look like if you owned the specific items. The rhythmic 
return of images that we do not recognise as advertising are 
subliminal tools that motivate us to consume. Playing upon fashions 
visuality, repetitional rhythms coerce consumers to passively engage 
with the overload of images, because one simply cannot actively 
engage with the multitude of visual encounters. The subliminal 
aspect helps us mediate visual culture and its crisis of information 
and visual overload in everyday life. Nevertheless, these visuals do 
leave their mark on our sub-conscious by way of association. 

Fashions' strategy to influence consumers rests on spreading a 
rhythm of repetitive images throughout the consumers landscape. 
Because this overload of images influence the consumers 
subconscious we could state that seeing becomes consuming. 

FASHIONS' NON-TEXTILE DIMENSION >PROPAGATING 
HABITUAL RHYTHMS 
So far, we've established that there is a general rhythmic undercurrent 
that helps us carve our way through daily life and condition 
consumers to live their lives within certain patterns. We buy warm 
clothes when shops offer their winter collection, in anticipation of the 
cold months and to stay on-trend, thus we adapt our wardrobe 
according the multiple trends introduced by the fashion system. 
Within these multiple trends we have the ability to choose which of 
these fits our body and/or personality best. We are offered a lot of 
options to choose whomever we envision ourselves to be. This is 
demanded of us, inasmuch that we — as consumers — should know 
exactly how to portray ourselves. Contemporary culture has created 
tools to help us to make these decisions and escape the anxiety of 
decision making. These 'helpers' used to be magazines & mass 
media — but today in fashion we have turned towards the use of new 
media and therefore algorithms seem to help us in our decision-
making process when it comes to forming our identity through 
clothing.  

When you revisit a web-shop a lot of the times you're shown clothing 
options in the browsers' footnotes with the caption “you might also 
like”. Chances are you most likely will be interested in these selected 
pieces, because that particular selection of items is based on the 
common aesthetics of the previous items you've shown interest in. By 
clicking and examining the items, you give the algorithm the incentive 
to link your sparks of interest to a possible item that fits your taste.

Although helpful, through the use of new media and these algorithms, 
we've lost a sense of personal agency. As a user of online media you 
often are not aware of the networked, algorithmic landscape behind 
it. In fashion we are familiar with mystification through the use of 
visually enchanting imagery and fairytale storylines that block us 
from the reality behind product, but the algorithm can be seen as the 
ultimate form of mystification, as it is able to draw up a narrative while 
its storyteller and its agenda remain hidden. As a user the feeling of 
control is sustained by the ability to decide on which item to click, or 
not. But while deciding which item deserves closer attention, there is 
no perspective on the system that provided the possible clickable 
options and the processes behind it. The algorithm enhances desire 
but stays invisible as its form is mystified. As the creation of desire is 
one of fashions main drivers, the algorithm is utilised to accelerate 
this creation in new ways are hard to pinpoint by its user, because of 
its computational form. The acceleration of desire enhances 
consumerism and ephemerality. It is important for consumers to 
realise that the shift from traditional persuasive (print) advertising to 
the current digital online form is more manipulative, because it acts 
as if you are in control of your commercial landscape. 

In 'Updating to Remain the Same' Wendy Hui Kyong Chun [2016] 
explains that the loss of our accountability lays in the computational 
hazard of digital devices conditioning our habitual rhythms. She 
describes what it means when media shifts from 'the new' (a concept 
overtly used by the fashion system) to 'the habitual' inasmuch that 
our bodies become archives of supposedly obsolescent media, 
streaming, updating, sharing & saving. As new media exists by 
planned obsolescence, we thus are forever trying to catch up by 
'updating to remain the same'. Meanwhile, analytic, creative, and 
commercial efforts focus exclusively on figuring out what will spread 
and who will spread it the fastest. Inherently, we become subsequent 
a commercial landscape that new media forces upon its consumer. 
Applications (such as: Instagram, Net-a-Porter, Zalando, H&M, Zara, 
Asos, the list goes on-and-on) that constantly update its user on new 
additions within collections therefore attribute to the consumers 
buying behaviour with the aim to accelerate the fashion systems 
commercial rhythm to shorter and shorter cycles. 

So, in the non-textile realm of fashion, its repetitional visuality helps to 
determine our decisions in terms of what trends to follow. The 
algorithm offers us options based on knowledge it has accumulated 
by our previous clicking behaviour, thus helps to push us in a certain 
direction. Because the consumer is not aware of these behind-the-
scenes processes our engagement with fashion is mediated through 
the state of constantly updating wardrobe options, which motivates 
the consumer to buy, but also shapes and stimulates our consuming 
habits.   

THE UNIQUE CONSUMER
In post-industrial society, every citizen can construct their own 
lifestyle and select a personal ideology from a large number of 
options. Rather than pushing the same objects/information to a 
mass audience, new media marketing now tries to target each 
individual separately.  This new social logic is reflected in new media, 
as it is working to convince us that we are all unique. Common belief is 
that most people are objected to advertisements, because they are 
irrelevant as they usually address the mass. On a personal level they 
are not deemed effective enough to change ones habits. Algorithms 
promised that, in the future, they would be. [O' Neil, 2016] 

The cyclical rhythms produced by the fashion system, its ability to 
create a sense of belonging through trends and the utilisation of the 
algorithm, embody a short-cut in addressing the consumer as a 
unique individual through a personalised service. 

Amazing! Through your personalised browsing history, you are now 
offered 4 types of short sleeved black cotton tops. You were 
looking for one, but did not end up purchasing any garments during 
your last visit on Zalando's online web-shop. In addition, you're 
served items as proposition that will complete the look, as well as 
multiple styles and variables of the black cotton shirt, just to ensure 
every possible available option. The thing is; you were never looking 
to buy.. you were just looking for the name of a brand you neglected 
to remember. 
 
Through the overflow of these personalised options, one might more 
easily be seduced in thinking, 'oh maybe I do need this item, even 
though I wasn't looking for it'. This exemplifies the 'creation of need' in 
which the focus on uniqueness is strongly present. 

Stimulating the consumers uniqueness through the use of 
algorithms, and their ability to learn from what you've previously 
shown interest in, enables a digital form of propaganda. When 
pushing the consumer to constantly update their wardrobe via new 
media, information is simultaneously gathered regarding the users 
commercial preference. This gathered information navigates itself 
through digital media as commercial propaganda and is used by 
fashion brands to adapt the consumers buying habits.
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PROPAGANDA 
Propaganda is mostly portrayed as non-objective and used primarily 
to influence an audience to further an agenda. The word "propaganda" 
usually refers to the most common manipulative media: advertising. 
According to visual artist Jonas Staal [ ] here are two crucial 2018
components to propaganda; 

· controls over infrastructure; the means through which society 
is organised. Propaganda succeeds when the performance of 
power operates to construct reality in a systemic and sustained 
way. 

· controls over the collective narrative about where we come 
from, who we are and who we will become. This narrative 
dimension of propaganda cannot be underestimated as it 
mobilises a collective imagination that legitimises the 
construction of a new reality. A wide range of materials and 
media are used for conveying propaganda. These changed 
alongside the invention of new technologies and included 
cartoons, posters, films, radio and tv shows. More recently, the 
digital age has given rise to new ways of disseminating 
propaganda, for example, through the use of bots and 
algorithms to create computational propaganda using social 
media. Identifying propaganda has always been a problem. 
The main difficulties have involved differentiating propaganda 
from other types of persuasion. The propagandist seeks to 
change the way people understand an issue or situation for the 
purpose of changing their actions and expectations in ways 
that are desirable to the interest group. [Martin, 1929] What 
sets propaganda apart from other forms of advocacy is the 
willingness of the propagandist to change people's 
understanding through deception and confusion rather than 
persuasion and understanding.

Propaganda shares techniques with advertising and public relations 
[Bernays, 2005]. Each of these can be thought of as propaganda that 
promotes a commercial product or shapes the perception of an 
organization, person, or brand. Advertisements evolved from the 
traditional commercial advertisements to a new type in the form of 
paid articles or broadcasts disguised as news. These generally 
present an issue in a very subjective and often misleading light, 
primarily meant to persuade rather than inform. If the reader believes 
that a paid advertisement is in fact a news item, the advertisers' 
message will "believed" or “internalized" more easily. Such 
advertisements are considered obvious examples of covert 
propaganda because they take on the appearance of objective 
information rather than the appearance of propaganda, which is 
misleading. This illustrates the technique used for paid promotional 
posts on Instagram and Youtube.

COMMUNICATING CAPITALISM THROUGH FASHION 
Propaganda is described to be information, especially of a biased or 
misleading nature, used to promote a (political) cause or point of 
view. When you eliminate the political aspect and imagine it to be 
purely economical, you can maybe understand why the fashion 
system, which has a capitalist nature as driving force, is eager to use a 
propagandistic model in its approach toward its consumer. Bending 
behavioural habits of its consumer through utilising the mystifying 
quality of propaganda, is fashion's way of sustaining profit margins 
regardless of 'need'. Digital media mystifies by creating an 
environment in which online is the new normal. In regard to fashion, 
this online realm created space for pattern recognition. Pattern 
recognition in combination with a capitalistic driver causes 
apophenia for the user of new media. Hito Steyerl [2016] defines 
Apophenia to be the perception of patterns within random data. This 
'made up' rhythm of personal data is applied by algorithms to 
personify associations for the fashion consumer. The consumer 
perceives these connections as logical and objective, because they 
are communicated as such by algorithms through new media.

In relation to structuring random data, one could conclude that any 
conjunction between visuals and politics is necessarily fraught by 

estranged agendas. [Bratton, 2013] Algorithmic capitalism suggests  
an incompleteness in the effects of communicating through 
personified images. The work of computation as a style of thought, 
while driven by its economic bias, is enabled by the incompleteness of 
algorithm. The lack of clarity enables the adaptation of a 
propagandistic form. Visuals and aesthetics under late capitalism 
tend to be promoted beyond all measure, which is referred to 
'acceleration aesthetics'. In this construction the acceleration of 
aesthetics are used in order to draw out the feeling of uniqueness in 
the contemporary moment. As the contemporary moment adapts to 
trends determined by the fashion system, one thus continually tends 
to update this uniqueness through the consumption of new items. 
Unrecognisable politics are being used through recognisable 
aesthetics. The apophenia is unrecognised by the consumer of 
fashion and simultaneously utilised by the fashion system.

In positioning propaganda and its link to fashion, commonality finds 
itself in the fact that they both operate their influential tactics through 
visual language. Utilising algorithms in this visual language thus 
propels an unreliable visual narrative. 

When you've been looking for sneakers online and finally decided to 
purchase a pair, the algorithm does not stop showing you sneakers. 
The algorithm will adapt your media feed to content that is concerned 
with the promotion of sneakers. In fact, it will suggest promotional 
content on the 'explore' page of your Instagram, concerned with 
various sneaker brands. In this overview, sometimes sneakers will be 
visible, but there will be individuals associated with the brand (lets say, 
employees), in which there is no obvious sign of brand affiliation.  

Traditional forms of propaganda have been translated to an online 
realm in which control over infrastructure and narrative are monitored 
by algorithms and the fashion system. Fashions hidden and 
inherently commercial agenda uses these algorithms to create a 
deceptive online realm based on a bias narrative. This bias narrative is 
based on the consumers preferences thus rules out (visual) 
information outside of the users' preferable spectrum. 

FASHION ONLINE  
The online realm of fashion manifests itself through web-shops, 
mailing lists and social media platforms. Backstage documentations 
of various Fashion Weeks are covered though Snapchat, nearly every 
established print publication also curates a Youtube channel and the 
first looks of every fashion show during Fashion Week are uploaded 
via the image directory of Vogue.com. New media has become in 
disseminating fashion, as clearly outlined by Lauren Sherman in her 
article “instagram killed the fashion magazine, what happens now?” 
[2018]. Sherman sketches the increasing usage of Instagram 
(amongst other new media platforms) as main medium of image 
distribution and consumer engagement by high fashion brands such 
as Oscar de la Renta and Chanel. The accessibility of fashion online 
has alternated its rhythms of media consumption, in a way that 
fashion is now available for anyone, anywhere and at any time. These 
altered rhythms of media consumption become apparent when you 
encounter advertisements from the same brand on different 
platforms. For instance: when you're looking for a specific brand via 
Google and shortly after you're forced to watch a 10 second video 
campaign on Youtube for the exact same brand, you can be certain 
that the algorithm has left its mark. A clickbait moment is right around 
the digital corner, diminishing your digital agency. When the user 
chooses not to engage with these advertisements, they inadvertently 
also send a message. This lets the algorithm know that previous 
forms of engagement are not effective, causing the visuals to 
repetitively follow you around your digital environment in various 
forms. When you see an ad pop-up everywhere in your digital space, 
you will automatically start to wonder why this specific ad would be 
appealing to you. In actuality, the ad already received a lot of the users' 
personal information and can therefore determine when and where to 
engage. This generates focus towards a so called 'clickbait'. 
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The algorithm compares what you already bought via an online web-
shop, and guesses what you might want to buy next. It creates a 
shopping list based on earlier purchases, sourced from your digital 
history. When you, as a user, increase your online activity the 
algorithm inherently will increase the amount of interpretation. Digital 
propaganda falls by act of conscious decoding the visual narrative — 
thus the digital sphere acts upon this by affecting the consumers feed 
through algorithms. In regard to the application of this mystification 
strategy; the algorithm needs to be told how to work. In the particular 
case of fashion, consumers 'tell' the algorithm what to show them 
according to their history of interest, without pro-actively engaging. 
This act of proposing needs, based on previous preference is what the 
fashion system is utilising and capitalising on. One could say that 
consumers in the age of new media are creating their own personal 
propaganda. 

Fashion online does net exist without new media and relies on it to 
create a propagandistic infrastructure, in order to sustain commercial 
profit. New media has created the possibility to connect to (and 
influence) the consumer, as it uses new media every day. 

NEW MEDIA  
The Oxford dictionary explains new media to be a means of mass 
communication using digital technologies such as the internet. In this 
essay the concept is approached as such, by specifically focussing 
on the digital technologies and forms of media that rely on 
technological devices for distribution. Some examples of new media 
are smartphones, computers and websites. In this setting the 
exploration of the algorithm is essential as it is a processor of 
information within new media.

There are 5 principles of new media : numerical representation, 
automation, modularity, variability and cultural transcoding. 
Numerical representation and automation are important when it 
comes to understanding the building blocks and regulations of the 
way algorithms behave. Numerical representation allows media to 
become programmable, in which a visual object can become subject 
to algorithmic manipulation. Automation allows 'machine-learning', 
enabling the algorithm to learn from its previous made data 
connections and the ability to use these as base for future actions.  
Algorithms are everywhere beneath the surface of contemporary life. 
They govern what songs or films a streaming service will 
recommend, which potential partners will appear in a dating app, and 
what adds are served to you. Because the circumstances in the world 
evolve so rapidly an algorithm is expected to be dynamic. The 
algorithm therefore learns from its experiences and develops 
adaptive strategies.

Stripped away of its mystification, machine-learning is the process by 
way of which algorithms are taught to recognise patterns in the world, 
through the automated analysis of very large data sets. The algorithm 
doesn't 'think' anything, but has assigned a weighted score to the 
received information, representing the probabilities. The algorithm 
itself is conditioned to serve a rhythm of information, opposed to the 
actual informative content. At the base of its production the algorithm 
is meaningless to its user, but once the user engages, the algorithm 
generates meaningful content to the user's perspective.

Digital media has made it possible to 'push' the visuality of fashion 
through a digitally manufactured infrastructure that can reach the 
consumer at any given moment and at any given place. Most western 
based consumers carry their digital portal (in form of phone, tablet or 
laptops) with them and continue to spend a lot of time actively 
engaging with them. Where in the past, fashion distributed their visual 
impact through print and placed images publicly where the consumer 
was most likely to encounter them, this visual impact is now 'pushed' 
upon consumers of digital media in a more specified and 
individualised form. Because of the continual flow of information, 
visual applications and the rhythms of online media attribute a new 
dimension of the fashion system, by enhancing the fashion systems' 
visuality.

We encounter the mentioned push technology and pull technology on 
a daily basis. A web browser is an example of pull technology: you put 
in an address, and your computer pulls information from that server. 
Television and the mail on the other hand are push technologies; the 
information shows up on the tube or at your doorstop without any 
action on your end. Pull media put users in control. The problem is 
that pull is actually a lot of work as it requires you to be constantly 
active, curating your own media experience.

CONSUMER-AS-USER
In connecting the concept of rhythm analysis to the new media realm, 
the algorithm can be perceived as the technical translation of the 
rhythm, which conditions (and is conditioned by) its user. The fashion 
system utilises algorithms in its approach towards consumers-as-
users, as they are able to regulate and apply to the consumers' 
preconceived needs. Thus, it is important to unveil the digital DNA of 
this applied 'technological decisionism' [Parisi, 2017], in which the 
algorithm is able to pre-select options for its user. This pre-selection 
was previously conditioned in form of advertorials in fashion 
magazines. Through new media this act has been successfully 
transferred to a digital and even more engaging realm. 

As new media is now more and more utilised by the fashion system, 
its impact and level of engagement is not fully understood by its 
consumers. Currently we are in the middle of a new media revolution 
and this shift enables all computer-mediated media to turn the 
consumers of capitalist society into users. These computational 
forms have introduced the consumer to the interface in which it has 
the ability (to some extent) use and personify digital media. On a 
fundamental level, the opacity of these strategies can be seen as a 
process of mystification that is used to influence the consumer. The 
consumer-as-user of these interfaces is left in the dark regarding the 
extent of their digital agency. 

INTERFACE -THE ILLUSION OF OBJECTIVITY
With new media, and specifically the algorithm, the content and the 
interface are separated. It is therefore possible to create different 
interfaces that show the same material. Thus, there is a difference in 
what it shows and how its shown (e.g. the content is meant to say “I 
want to sell you this”, but the interface shows the content in form of 
“this is what you need”). On the level of an individual screen, the 
interface forms a personal paradigm that is explicitly presented to 
this user. On a bigger scope the user isn't made aware of the many 
different available interfaces. One interface trajectory is selected 
from the paradigm of many trajectories that have been defined. This 
decision-making characteristic of the algorithm propels questions 
regarding the extensive personalisation of the consumer-turned-user. 
Is the user able to consciously choose a specific interface trajectory? 
And, in the context of fashion, does the elimination of possible 
options lead to unconscious consumer behaviour? If so, who is 
responsible for creating awareness regarding 'the making of' this 
choice? 

 
Options that are offered to the consumer by the fashion system, 
contain in a somewhat comparable measure; the same distance 
between content (this being the clothes as product) and the interface 
(this being the branding, visualisations, the models they use, 
background settings, advertising placement, etc). This division 
between content and interface creates the ability to convey the same 
commercial narrative in different ways, by communicating them 
differently to various types of audiences in order to connect with them 
on a personal level.

Digital society has turned the consumer of fashion into a user of new 
media in which it encounters fashion online. Through the algorithm, 
information is portrayed in form of an interface specific to each user. 
This interface visualises the bias narrative by only showing content 
based upon the users digital history. By using digital media the 
consumer gives access to personal information which is obtained by 
the algorithm and transformed into push notifications that encounter 
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the consumer in a rhythm of repetition across multiple new media 
applications. This deceptive online environment tries to stimulate 
consumer behaviour, in which the consumer falls victim under the 
loss of digital agency.  
 

DIGITAL AGENCY 
As the web has not only reprogrammed the way we think, talk and 
(inter)act virtually it has also reformatted our understanding of 
everyday life. It is interconnected with our daily activities as we are 
constantly connected to the web through the digital devices we 
surround ourselves with. Through the algorithms in this digital realm 
a bias narrative is conditioned that holds a remarkable power over the 
consumers' digital agency. Algorithmic technology has the ability 
amplify commercial narratives, but demands its users to help this 
process through performative acts such as clicking and browsing the 
internet. Ever since it first became clear that control over our habits 
passes through the hands of parties that instate techno centric tools 
such as algorithms, concerns about the obscurity of their functioning 
have prompted calls for 'algorithmic accountability' and user 
responsibility. When you approach the internet as 'public space' one 
needs to realise that we, the users, are the producers of internet 
platforms. In the case of fashion occupying the online realm, the 
internet can no longer be seen as 'public' because its main drivers are 
situated within private economic spheres. So, why do we view our 
networked devices as “personal” when they are so overly connected 
with the commercialised world?  

In our current capitalist society, it is unfair to expect a level of hyper 
sensitive users when it comes to recognising and dismantling the 
hidden agendas of fashion brands embedded in the digital media. 
This is a milieu where applications make it hard to find privacy 
settings and digital media companies create terms & conditions 
forms have to be accepted in order to use the service, while they 
strongly lack in readability (due to the use of a 55-word average per 
sentence — where an average of 25 is needed for consumer 
readability). Here lies a subliminal disengagement while the illusion of 
engagement is created through highlighting the proposed service 
once these terms and conditions are accepted. The applications 
allude to interact with its user, but in actuality this interaction can be 
seen as a one-way stream of information; as the user serves the 
application with personal information.     

When we use the concept of interactive media exclusively in relation 
to the digital realm, there lies danger in interpreting 'interaction' 
literally equating it with physical interaction between a user and a 
media object, at the expense of psychological interaction. Physical in 
this sense does not specifically correspond with the psychological, 
thus creating a passive 'interaction'. The confining aspect of our 
online experience through digital platforms like Google, Amazon and 
Instagram are obscured because they sell this confinement to us as 
'service'. When you look at this proposed digital 'service' in abstract 
from — it being something you receive and it being a property that 
you're not willing or able to actively get done yourself, it is self-evident 
that as consumer of that service, you wait for what is expected to be 
done. 

For instance, when you need a haircut, you make an appointment at a 
salon and wait for the hairdresser to determine what comb, scissor 
and other utensils they will use in order for them to fix the current state 
of your hair. As a costumer you don't interfere during this process by 
blow-drying your own hair or massaging your own scalp while it's 
being shampooed. As a costumer and enjoyer of that particular 
service, you take on a passive role, and let the hairdresser lead the way 
towards a previously explained style preference. In short; there is no 
active participation in the matter of service. The act of consulting a 
service simultaneously creates a passive state of being, in which the 
consumer is able to tune out from psychological interaction.

Users have become native informers of the algorithm and need to 
relish the ability to navigate themselves through the maze of 

information overload and manipulation. Consumers-as-users can be 
referred to as 'Digital Natives' [Shah, ] and thus participate in 2010
discourse regarding the effects and affects of 'being digital'. Here 
discussing the integration of digital and web based technological, 
aesthetical and political processes that occur in everyday life, is of 
most importance.  

THE CONSEQUENCES OF ACTIVE PARTICIPATION 
The user-generated content is in a crisis of “participatory culture”, a 
concept in which the public does not act as consumers only, but also 
as contributors. [Lovink, 2017] In the digital sphere, ones contribution 
comes in the form of personal data. Pre-internet media literacy came 
with the ability to question sources, deconstruct opinions and decode 
ideology but not to really actively participated. Media literacy, as 
Lovink argues, creates the possibility for users to produce content in 
the form of responses, blog posts and social media updates. This 
shift from consumer to contributor comes with a price; information 
inflation. This inflation makes sure that we are very present online, 
putting out a lot of personal information. This personal information is 
tracked through ones digital footprint by the algorithm, and the 
fashion system hones in on this digital footprint through the 
utilisation of the algorithmic gaze.

The gaze generates a multitude of digital (and commercial) options. 
In the way we engage with these lies a responsibility with the 
consumer. The options are part of a commercial environment offered 
to us in the form of a service, the service of personalisation. This 
personalisation does need deliver a service, because it helps navigate 
us through an enormous amount of choices but, this service also 
reeks of mystification. The idea that displayed options are random 
and that we have agency within this broad range of options is false, 
thus manipulating our sense of agency. 

CHANGE THE SYSTEM
Regaining lost agency within the digital sphere calls for digital 
activism. A form of activism in which the 'Filter Bubble' [Pariser, 2011] 
is pierced and undermined by awareness regarding the applied digital 
filters by algorithms in which we need to train our visual competence 
in relation to the new visual online environment. 

In relation to 'interactive' media, making a choice involves a moral 
responsibility. Economic production by a content provider is only a 
means of anticipating this content receivers' future consumption 
behaviour. This anticipation is relevant because it provides profit, but 
also entices the content provider to forge their way into being 
consumed through deception of the content receivers' digital space. 
In our state of high media exposure we situate ourselves in the form 
of public persona through applications (such as Instagram). This 
positioning should not be the work of the unconscious. Modern 
media currently finds itself transforming social space into an 
exhibition space for fashions desired (very short) production and 
consumer rhythms. This socio-political paradigm is concerned with 
creating desire through showing off what you have and what you 
stand for, by curating this internet persona. Today's media design 
could be accused of seducing people into weakening their autonomy 
and agency — making them passive consumers who lack will, who are 
manipulated by omnipresent advertising and thus have become 
victims of our visual culture. [Groys, 2011] In this visual landscape it  
has become an obligation to take an active role in perceiving and 
engaging with digital media, but with contemporary visual culture 
solely focused on consuming, how can the consumer regain its digital 
agency in an algorithmic society?

A rhythm of elaboration regarding the workings of the digital realm is 
needed to demystify the field of machine learning, as it is creating a 
narrative through our personal data in which we, as providers of this 
data, have absolutely no control over. We need to reprogram 
passiveness towards analysis of the algorithms we encounter on a 
daily basis and their influential effect on our habitual rhythms within 
the fashion system.
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RHYTHM OF ELABORATION
I ended up not buying any underwear from the Weekday web-shop. 
Although the webpage aspired me to 'mix and match: buy 4 bras or 
panties, pay for 3', everything I was interested in was sold out. After 20 
minutes of looking for the right combination of underwear sets I gave 
up and just started browsing. Since I was already there I wanted the 
time, dedicated to this webpage to be fruitful thus I scanned every 
garment directory, used the web shops ability to filter items by colour 
(black), and size (small). I've spent nearly 30 minutes on Weekday's 
web-shop and ended up buying a pair of trousers and off-shoulder 
sweatshirt (which was a steal at 50% off) both black, both size small. 
While providing my payment details, I still felt unsatisfied because the 
items that I specifically came for, were not available to me at the time 
that I wanted them to be. After receiving my order conformation via 
mail, I got up, put on the black trousers and the black sweatshirt I 
already own, and went out to visit the physical Weekday store to check 
if the items we're available. Turns out they were out of stock, so they 
made me signup for an email alert, which will notify me once my 
specific colour and size preference are restocked and available 
online. Currently I'm patiently waiting to be updated regarding the 
status of the underwear I never knew I needed in the first place. 

This example sketches the way my behavioural rhythm is altered by 
algorithms through the use of subliminal triggers. The triggers 
disseminated through digital services like Instagram, resulted in my 
rhythm of media consumption and accumulated my attention. The 
initial subliminal branding I've experienced through the promoted 
post on my feed, turned more visible once the actual website had my 
undivided attention through the use of tag lines and sale offers. 
Moments ago I never even realised I needed these garments, but 
situating them in my data landscape, helped to visualise my life with 
them thus turning them into a necessity.

The notable link between the fashion system and an algorithm is their 
rhythmic capacity and the mystification that these rhythms produce. 
These entities both generate a lack of agency for the consumer. We, 
as consumers, can only regain this digital agency by becoming aware 
of the rhythms that the fashion system produces and how the 
algorithm controls the infrastructure for these rhythms. In general, 
the algorithm generates an acceleration in the rhythms of fashion 
(such as consumption and production) and makes these subliminal. 
This poses an interesting paradox; where fashion thrives on visual 
impact, the algorithm manoeuvres itself unnoticed through our daily 
lives. The reason why it is difficult to be more aware of this process is 
because algorithms are hidden in the building blocks of new media. It 
is therefore difficult for a consumer to be aware of something which 
cannot be seen and of which the mechanisms are never clearly 
explained.

I am in favour of clarity and believe that, especially when it comes to 
the consumers' digital agency, it would be better if these rhythms 
were revealed. This enables consumers to play an active role in 
addressing these influential rhythms since we, as users of new media 
and as fashion consumers, are victims of the propagandistic core of 
algorithms. This propagandistic core embodies the fashion systems' 
capitalist incentive which is presented to the user of digital media in 
form of a personalised environment. This digital approach poses an 
ethical problem in terms communicating through manipulation. We 
currently abide by a system most of us are affected by everyday but 
don't fully understand. Through a rhythm of elaboration, in which the 
persuasive processes are de-mystified and explained, I hope to reject 
the passive state of consumerism and encourage the consumer to 
regain a sense of digital agency.
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ABSTRACT 
In today's context of increased concerns about global environmental 
issues there is a massive responsibility on the fast fashion ethical 
production and new sensibility on the use of conscious materials.

This project investigates alternative textiles territory at the 
intersection of sustainability, contemporary modular fashion design, 
and wearable technology, targeting the use of natural animal by-
products. Due to the scarcity in raw material, turning to other 
resources becomes more important for sustainability in fashion 
industry. Therefore, evaluation of fish skins seems to be a good 
alternative. In this study, evaluation of the fish skin as an alternative 
textile, exploration of naturally tanned leather techniques , 
determination of the final properties of fish skins and converting to 
fish leather and modular fashion design DIY option were aimed. The 
skin of a salmon fish is tanned to create a strong and unique textile In 
addition, to enhances the functionality of this project, a smart dress 
was designed as a final outcome, Smart in this case means that it 
employs electronics, wireless networking, wearable computing, 
sound, textile sensors and textile speakers, and 3D printing. 

#Keywords:
Fish leather, By-product, Sustainability, Modular textile, Wearable 
computing, Textile sensors and textile speakers 

Figure 1. Modularity Ichthys, Couture Design, Fish leather Modular 
Textile

1. INTRODUCTION 
Today we are continually confronted with climate changes due to 
environmental pollutants. In the light of improving the environment, 
the need of new radical materials that are both fashionable and 
conscious is constantly increasing. They are already many 
researchers, artists and practitioners that are pushing the boundaries 
to explore new alternative bio textiles grown from bacteria or fungi, or 
made from by-products from the food industry.

Considering the fact that the fish skins are the most valuable by-
product of the fish farming sector (Gaidau et al., 2013), the utilization 
the raw fish skins become one of the great interest of the researchers 
due to the potential usage of the final fish leathers as an alternative 
natural bio textile .Made out of salmon skin, which is a by-product of 
the fish processing industry, salmon leather is therefore a repurposed 
material that would otherwise be discarded. Although the use of fish 
leather for clothing is an ancient practice, the fish leather practice has 
been revitalized as an environmental -friendly alternative row material 
to land animal leather, compared to the endangered species like 
alligator and snakes.

There are many qualities that make salmon leather ideal in 
performance and aesthetic. It is stronger and more flexible than its 
cow leather counterpart,yet is softer and comparable in texture as 
snakeskin leather. What makes salmon leather stronger and more 
durable is that it has a natural cross-fiber structure unlike the fibers in 
cow leather, which only run in one direction. But the possibilities to 
use salmon leather are plentiful and many have yet to be explored. To 
optimise the use of the entire piece of leather, as a zero waist 
sustainable proposal, modular design approach was used. 

Background
Over thousands of years , people have used textiles from natural 
sources like plants or animals, to create clothing mainly for protection 
expression and communication of identity. Therefore, the practice of 
making fish leather clothing and accessories is ancient. Hunters and 
gatherers in Iceland would make shoes out of fish skin by scraping the 
skin off, stretching and cutting the material accordingly, then drying 
the material on the feet of the person who would wear the shoes. The 
Hezhe ethnic tribe, or Nanai people, of the Far East, is known as the 
“fish leather tribe”, for they mostly subsisted on fishing and would 
make their traditional clothes out of fish leather. Some of the earliest 
accounts of the Hezhe culture date back to 18th century. The 
production of fish skins was also known as extremely old especially in 
China, and Alaska. In these countries, there's a history of fish leather 
manufacturing as cottage industry

Today
The fish leather production today is very rear, only few can be count 
world-wide and in Europe only in Bavaria since 2007 and Iceland. The 
Atlantic Leather is a tannery based in Iceland and a leader in the 
manufacturing of salmon leather and other fish skins. The company 
works under the maxim that designing with exotic leather does not 
have to mean compromising one's ecological standards. All the 
salmon skins are sourced from salmon farms in Nordic countries. 
The company's technologies also allow for the production of salmon 
leather in a variety of hues, all of which are washable material. Its 
manual production has been acknowledge in remote regions in such 
as Alaska and Siberia, as well.

Modularity Ichthys
Modularity Ichthys, is a modular couture design made from fish 
leather. For the execution of this project few steps were required in 
chronological order: concept development, than the fish skin was 
naturally tanned to create a strong and unique textile, modular design 
development to optimise the use of the leather pieces, modular dress 
design execution, and lastly content development and technology 
support, including hardware integration and programming.

1. Concept development
The shapes of the modular design of the textile and the sound are 
inspired and informed by the fish shape and the fish leather 
production transparency. Sounds from the Atlantic ocean recordings 
overlapped with the real time data readings on the processed behind 
the leather production, used to reflect design strategies employed in 
global productions and ethnics , as a way to embrace transparency 
through their inclusion. The fish shape and circle shapes used the 
design reinforces the connection of the human being and nature, and 
the role of technology in providing this specific linkage. Modular 
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Design introduced in the project plays fundamental role portraying 
sustainability, flexibility .

2. Modular design,
Design approach that subdivides a system into smaller parts called 
modules, that can be independently created and then used in different 
configurations, color combinations and styles. A modular design can 
be characterized by functional partitioning into discrete scalable, 
reusable modules; is designed to be upgraded multiple times during 
its lifetime, without the purchase of a completely new design. 
Modularity is best defined by flexibility in design, non-generationally 
constrained augmentation or updating (adding new solution by 
merely plugging in a new module), and exclusion. Modularity in textile 
design and fashion is sustainable and offers benefits such as 
reduction in cost due to less customization, flexibility in design. All 
together 5000 shapes were laser cut from with both shapes for the 
dress execution, manually interlocked together :

Figure 2. Laser cutting Figure 3. Modular design

Figure 4.Interlocking 

3. The process : Making fish leather from the fish skin
Leather can be made from virtually any animal skin, and this includes 
fish. For the project Modus Ichthys 38 salmon skins were used to 
achieve the desire concept The skins were recycled, only taken from 
fish that have been farmed and caught for food and would have 
otherwise been thrown away. Additionally, the process of creating the 
leather is much less harsh on the environment. Prior to the tanning, 
the skin is very thin; but it is very strong and has water-resistant 
qualities because it is itself so rich in oil. Fish skin can be tanned just 
the same as other animal hides, but for fish skin temperature is 
important to be controlled, fish skin does not like warm temperatures 
so it is not suitable for boiling or for soaking in hot water. The fish skin 
is tanned to create a strong and unique textile. The end result is 
beautiful- the scales are removed, leaving pockets that make lovely 
patterns. The look of it can vary depending on the fish. It is also more 
tear and resistant than other leathers, and ages just as well. To begin 
the proses of tanning, the inside of the skin must be scraped clean 
with a knife or other tool. The skin must now be soaked in a mixture of 
emulsified oils eggs and sunflower oil and better able to withstand the 
elements. The oils replace the moisture in the skin but it is the yolk 
which is the active ingredient.. The skin must be completely covered 
on all sides with the mixture and then left to soak for about 24 hours. 
After soaking, the skin is again rinsed clean and wrung out to remove 
as much of the moisture as possible. It is important to stretch the skin 
in all directions, making it longer and wider. The skin is already very 
strong, but needs the last step, to make the skin waterproof, and the 
smoke also prevents the growth of mould and bacteria, using rotting 
wood to produce the maximum amount of smoke. After these four 
steps the skin has become leather and is ready to be used for making 
the dress.

4. Technology embodiment
As wearable technologies have become more widespread in 
contemporary culture, there is a rise in interest in improving their 
esthetic qualities. Good design normally correlates form and 
function, and today increasingly emphasizes biomimicry as an 
extension of sustainability and eco-art/design applications. As 
technology migrates more and more into everyday life, it is expected 
to take on more pleasing attributes from a sensory perspective. This 
includes greater dynamic range of image related components such 
as displays that adapt to different lighting conditions, weather 
resistance while also sensing and responding to it, and incorporating 
the use of new materials that include refinements in touch or haptic 
qualities. 3D printed components make them customizable, 
moldable to the wearer, with higher quality natural fibers, embedded 
lights, displays, audio speakers, sensors, wireless transmitters, 
receivers, digital memory, networking, and many other kinds of 
physical-digital components.

The Dress provides the wearer with choices of information , one 
triggered by the conductive touch sensor from pre-recorded data 
about the fish skin processes and additional one that is or mapped to 
data derived from a network, programmed to provide responses to 
environmental conditions, and displayed as transformations sound, 
or by entering musical modes of various kinds. They are textile 
speakers embroidered on the fish skin that sounds are transmitted to 
the viewer or the wearer. In addition they are 3Dprinted flexible hair like 
filaments that are moving based on the environmental responses 
from the sensors.

Figure 5: 3D Printed Soft, Antennas & Embroidered Speaker

Technical Description
This project makes use of the following:
Bare Conductive touch board, Touch sensors as on input made 
from Conductive Thread, IOT Sensing 

Figure 6. Modularity Ichthys, Couture Design , Fish leather Modular 
Textile
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ABSTRACT:
The focus of fashion archives has predominantly been the tools and 
the fashion and textile artefacts. Social media platforms allow for 
new ways of memory sharing through enriched and animated 
content of fashion practice, providing additional layers of cross-
referencing and knowledge from hashtags to mobile film footage 
(“stories”). A selection of digital archive case studies and a literature 
review show that - in spite of the new semantics and rhetoric of the 
digital platform - Instagram strategies of archival entities mostly 
relate to website structures. Reviewing market-driven social media 
platform strategies could offer GLAMs (galleries, libraries, archives, 
and museums) the possibility to not just amplify their content, but to 
create new archival methods and multivocal understanding(s) of 
artisanal fashion practice. Such reformatting of traditional 
methodology can allow for the inclusion of making processes, of 
personal and embodied knowledge (and emotions) of makers, as well 
as the methods and affect of archival procedures.

#Keywords: Digital Fashion Communication, Fashion archives, 
Instagram, GLAMs, Crafts heritage

INTRODUCTION 
Traditionally, artisanal fashion heritage has been transmitted from 
generation to generation through apprenticeships, through GLAMs 
(galleries, libraries, archives, and museums), and via private archives. 
Social media platforms offer the potential of heritage transmission to 
a wide international audience. The impact of the mediatization of 
artisanal heritage, its repercussions and myriad challenges need to 
be continually addressed to reflect the rapidly evolving worldwide 
shifts in technological developments. This paper reviews current 
approaches of GLAMs and smaller scale private initiatives to 
communicate fashion craftsmanship via Instagram, in comparison 
with the approach of the Google's Arts and Culture initiative and the 
promotion of artisanship by the luxury brand Chanel.

While the volume and complexity of data available on artisanal 
fashion heritage is increasing, new reference structures are being 
built on national and transnational levels. The aim is to broaden the 
discussion about not only the digitizing of content, but how social 
platforms are “essentially changing our understanding of what the 
archive is” (Geismar 2016) by rendering knowledge searchable, 
accessible, and visible. Not only do heritage structures need to adapt 
to new technologies to enable knowledge dissemination; digital 
developments are also “transforming the epistemology of fashion 
archives” (Pecorari 2019). This review explores ways the social media 
platform can enable multivocal and embodied craftsmanship 
transmission. Do digital archives have the potential to establish 
deeper and more meaningful layers of meaning and personal 
connections between makers and worldwide audiences? How can 
digital archives and structures convey tactile materiality, the harmony 
of assembly, the poetry of knowledge sharing between generations?

Context
Just as cataloguing information technology has been shown (Handis 
2018) to influence both the language and the structure of archives, 
digitalization enables new layers of knowledge, new vocabularies, 
practices, as well as re-contextualisation. Searchability, accessibility 
and visibility within Instagram are based on several factors: hashtags, 

location pins, Instagram handles, interaction,  as well as text, visual, 
and audiovisual content. Language remains key for users searching 
and linking content on Instagram. Algorithmic preference resulting in 
higher and lower visibility of posts was added by Instagram in 2016, 
and continues to be developed by the company.  Details of the 
algorithmic methodology remain proprietary to the company, which 
is owned by Facebook since 2012. Users are encouraged to engage 
with the platform to gain increased visibility, for example through the 
creation of dialogue (commenting and replying to comments) and the 
frequent creation of content which generates interaction.

The primary indexing tool, introduced to Instagram in 2011, is the 
hashtag: user-defined captions preceded by the # symbol, which 
cross-reference all images with the same tag. Several online services 
provide information on “trending” hashtags as well as on particularly 
popular tags for certain subjects. The hashtag “fashion” is the fourth 
most popular indexing tool amongst Instagram's over 1 billion users, 
showing 756 million posts. “Instafashion” shows over 124 million 
posts. The hashtag “artisan” shows 5,8 million posts; “savoirfaire” has 
been used for 428,730 posts, whereas “fashionmaker” only gathers 
58,251 posts, and “fashionartisan” a mere 316 posts. 

The audiovisual Instagram “Stories” feature is used by 500 million 
people each day. Introduced as an ephemeral feature which 
disappears after 24 hours in 2016, “Story Highlights” introduced in 
2017 offers the possibility to feature a Story archive appear as circles 
below the profile picture and biography, and are accessible from the 
desktop website as well. Stories enable an algorithmically 
determined higher visibility according to user activity, it encourages 
an increasing amount of audiovisual content production. This often 
spontaneous visual content encourages a new form of digital 
documentation, a new form of user-generated records which I argue 
can be categorized as “affective” and “articulated through the 
registers of emotion” (Pham 2014).

METHODOLOGY 
Four Instagram case studies were chosen for their different 
approaches and analysed : the Europeana community's European 
Fashion Heritage Association (EFHA), the new archival project of the 
Azzedine Alaïa Foundation, the Iyapo Repository project by artist 
Salome Asega,  and the Roots Studio startup, which digitally 
catalogues and enables artisanal producers. 

This review of case studies focuses on the representation of fashion 
artisanship on Instagram as well as on transmission and content 
linking strategies. All Instagram handles were analysed  using the 
qualitative social media netnography techniques of Robert V. 
Kozinets. Specifically, the textual, visual, and audiovisual content and 
interaction strategies were analysed from their respective first posts 
to December 22nd 2019.  The strategies were then compared with 
the ways artisanship has been portrayed and shared via Instagram by 
the Google's Arts and Culture initiative, as well as by the Chanel brand 
(which has acquired and regrouped 30 traditional haute couture 
artisan ateliers).

The choice of case studies and the comparative analysis aims to 
study different approaches to both text and audiovisual strategies for 
artisanal fashion heritage. Text content in all four cases is 
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predominantly in English. Text, visual and audiovisual content and 
strategy was analysed for reference to artisanal practice, while 
Instagram content was also evaluated in comparison to each actor's 
website content.

European Fashion Heritage Association (EFHA) / 
@eurfashionheritage
Established in 2014, the European Fashion Heritage Association is a 
non-profit organization of both GLAMs and creative industries under 
the umbrella of the Europeana Foundation. It started with 22 partners 
from 12 European countries and now includes 40 fashion institutions 
from 14 European countries. This pan-European project aims to rival 
Google Arts, providing a free access fashion heritage online 
database. The association showcases historical and contemporary 
clothing and accessories, catwalk images, drawings, sketches, 
magazines, catalogues and videos. It relies predominantly on 
crowdsourcing and collaborative methods amongst members to 
gather content and strategy, which is implemented by a dedicated 
social media manager. The strategy it announced for 2015-2020 is “a 
shift from 'thinking' to 'transforming'- making much greater use of our 
cultural assets and making new things with them” (Europeana 2019). 
The EFHA account (Figure 1.) shows 891 posts, 7320 followers, 
follows 544, and its first post was made on July 14th, 2015. The 
account bio links to the EFHA website.

The language content of all posts is predominantly structured by the 
search categories offered on the website: names of designers, 
materials, techniques, item descriptions, colours, dates. 

The recurrent signature hashtags used are #europeanfashion, #efha, 
and #eurfashion. Additional searchability is provided by tags such as 
#fashion, #fashionhistory, #fashionshow, though the use of tags with 
broader appeal such #photooftheday and #instafashion indicate the 
will to appeal to a larger audience. According to Aleksandra 
Strzelichowska, Europeana's Senior Online Marketing Specialist, the 
association uses Instagram to reach a different (“youngish”) audience 
looking for visuals, whereas it uses Twitter to talk to their professional 
audience, and Facebook to inform via links. Different hashtags such 
as #Designertuesday and #RunwayFriday are employed on the 
Facebook account. Instagram is specifically used for its searchability 
(the use of hashtags to reach new audiences) as well as its 
participatory quality : “The aim of our activity on Twitter and Facebook 
is to generate traffic to Europeana collections. Instagram really does 
have the focus on the 'social' so we aim to use that for interaction” 
(Strzelichowska 2019).  A major concern of the association has been 
the issue of copyright, which it first resolved with links to the sources 
of the records in the Instagram bio, and now through crediting the 
source of the Europeana online collections in the text. It also features 
the handles for sources active on Instagram, thereby giving access 
the “behind the scenes” content posted by institutions directly. No 
geolocation tags are used. The account does not “love” or reply to 
comments by users (both strategies raise the visibility of the account 
in Instagram's algorithms). There is only a small number of 
comments, mainly from fashion historians and vintage retailers and 
collectors. 

Posts visually showcase patterns, textiles, tools and finished product, 
but not artisanal activity. Audiovisual is only used for “stories” which 
document two of the association's conferences as well as two 
member exhibitions, and which are archived on the account page for 
consultation. There is a complete absence of audovisual posts of 
making/artisanal fashion production. It should be noted that the 
association's new demo website lists 900 videos in the category 
fashion, which can be searched  and show results for “technique” 
categories such as weaving. These videos are mostly neither 
available in English nor subtitled.

The Europeana GIFT report on “Virtual museums and social 
platforms on European digital heritage, memory, identity and cultural 
interaction”(GIFT 2017) does not mention Instagram, but based on 

data from 2012 it documents that users from social media spend 
more time on the site, visit more pages and are more loyal users. It 
also indicates that top social media users are primarily from the USA, 
Germany, and France. The focus of the association has been the use 
of technology to engage physical visitors, especially through the 
development of immersive experience and the gamification of 
museum visits via apps, as well as engaging visitors to contribute to 
metadata collection  (a set of free, open-source tools are 
downloadable on the association website). It is currently reviewing its 
strategy, with goals including  “making the sharing of content easier 
and more rewarding, scaling with partners, engaging audiences 
more”(Europeana 2019). Engagement goals include website and 
participatory campaigns, partner development and audience 
development. The platform development will be addressed by a 
conference on the challenges and opportunities of artificial 
intelligence for digital heritage in 2020, (such as the “labour to 
produce labelled datasets, heterogeneity of data, bias in training 
sets”). 

Digital content also requires digital curation (Kaat 2018). The struggle 
of the European Fashion Heritage Association to make its rich 
repository of multilingual fashion and artisanal documentation 
searchable illustrates the need for archives to remain agile - and to 
adapt tools and strategies to each digital media's capacity.

Association Azzedine Alaïa 
The Association Azzedine Alaïa was founded 2007 by Azzedine Alaïa, 
Christoph von Weyhe, and Carla Sozzani. It has two locations, one in 
Paris and one in Dar Alaïa,SidiBouSaid.
Its archives contain not only creations by the designer Azzedine Alaïa, 
but also his collection of over 10,000 pieces of haute couture, 
including masters such as Vionnet, Balenciaga, Vionnet , as
well as late 20th century avantgarde design. The foundation's 
Instagram account links to the association's website, and shows 369 
posts, 7910 followers, follows 39, and an archive of stories.
Its first post was made on Jan 19th, 2018.

Textual analysis of the Instagram account @association-
azzedinealaia shows a very restrained use (and frequent complete 
absence) of hashtags, focused on branding (#azzedinealaia). 
Handles used focus on the brand, the founders, the gallery, the curator 
(@oliviersaillard) as well as a limited selection of models and 
photographers, artists and celebrities who have collaborated with the 
designer:  @azzedinealaiaofficial ,  @galerieazzedinealaia, 
@carlasozzani, @iamnaomicampbell, @therealpeterlindbergh, 
@jeanpaulgoude, @bruceweber, @roversi. In addition, travelling 
exhibitions tag the locations and indicate the handles of the 
institutions welcoming the exhibitions. By not using “wider reach” 
hashtags, and by following only a limited number of accounts, the 
association communicates a niche luxury image which is coherent 
for the brand. Posts receive comments from handles mentioned, and 
fashion industry professionals and fans. The account does not “love” 
or reply to comments by users, though the curator has responded to 
comments which reference his handle.

Image analysis shows a focus on the finished designs, but also on the 
personality of the designer, his muses (“celebrity ambassadors”)  as 
well as cultural collaborations (events with artists, musicians, 
authors, and film-makers). The images combine a controlled 
aesthetic of high fashion imagery with more convivial “controlled 
imperfection” of selected event documentation. 

Although the designer was well known for his masterful 
craftsmanship, only two recent (still) posts include the “making” 
process: one post on Sept 2nd 2019 shows Azzedine Alaïa draping a 
purple piece, while another post on December 22nd 2019 shows the 
designer working on a gold dress. There are however three posts 
showing the designer draping a dress from his archive by Madeleine 
Vionnet.
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Audiovisual posts includes reference to a video exhibition of Alaïa's 
work in Seoul, catwalk videos, a video of the artist and filmmaker 
Shirin Neshat, as well as videos of “activities” such as the opening 
events and dinners, as well as the archival project exhibition and 
launch (Figure 2.). Both the Instagram account and the videos are 
prominently featured on the website. Audiovisual “stories” focusing 
on events are archived on the account page. 

It should be noted that Olivier Saillard, the curator for the foundation, 
is recognized for his research of fashion in motion, specifically 
through the “Impossible Wardrobe” life performances staged with 
Tilda Swinton, as well as the “Models at Work” performance series at 
the V & A. 

There is a complete absence of audiovisual making/artisanal fashion 
production. The new documentation program at the Azzedine Alaïa 
Foundation does however reveal a new development in fashion 
heritage : the perspective of the designer as a collector (and thereby 
the foundation as an archive), and the archivist's role as a co-producer 
of heritage. The savoir-faire of  the archival process of curating work 
is evoked in both moving and still images in 6 posts about a research 
project initiated with Parson Paris (The New School) in collaboration 
with Jessica Glasscock, Research Associate of the Costume Institute 
at the Metropolitan Museum, New York. This project was initiated 
with an analysis of 4 vintage garments created by Cristòbal 
Balenciaga up until 1968, and involved analysis, descriptions, 
condition reports, historical research, and photographing. The course 
was also referenced on Parsons Paris social media with the handles 
of all participants as well as the hashtags #parsonsparis 
#fashionstudies #archiv ingfashion #fashion #archives 
#azzedinealaia #balenciaga #lastcollection #indexingfashion 
#her i tagefashion #par is  #summerschool .  The archival 
documentation for each garment allowed the participating Parsons 
design students to add their perspective of the garment to each 
archival record. This archival program was led by Marco Pecorari, 
who has  both warned of the ephemeral nature of digital and online 
archives but also argues that they may fashion new forms of 
knowledge production. Specifically, “the digital, and more evidently 
the internet and social media, have been portents of opposite values, 
ontologically bound to immateriality and ideas of free access, 
sharing, democratizing of knowledge and participation” (Pecorari 
2019).

Iyapo Repository
The lyapo Repository is an archival library/futuristic museum space 
of digital and physical artefacts and inventions, which addresses 
cultural appropriation and celebrates multivocality.  It was created in 
2016 by the artists Salome Asega and Ayodamola Okunseinde, to 
affirm and project the future of people of African descent. The archive 
is developed through a collective process involving workshops: to 
represent technological and cultural artefacts of the future, 
participants are invited to play a card game, then draw artefact ideas 
and rapid-prototype some element of their concept. It is named after 
Lilith Iyapo, a black woman in Octavia Butler's book series, Lilith's 
Brood, and asks us to reimagine notions of race, identity and culture 
through technological artefacts and “not future in singular terms, but 
in plural. So futures.” (Asega 2016).

While there is an IYAPO REPOSITORY website, and the project is also 
documented on the artist's website (http://www.salome.zone/iyapo-
repository) there is no dedicated Instagram handle: the project is 
promoted by the artist Salome Asega via her Instagram handle 
@computers_puting. An Iyapo Repository Tumblr page has been 
deactivated, while the Twitter handle @suhlomay posts and reposts 
press, exhibitions and conferences by the artist, including Iyapo 
Repository mentions. The cofounding artist Ayodamola Okunseinde 
shows an Instagram account @ayo.io which was only active from 
January 21st 2016 until October 21st 2017, and shows no use of 
stories, nor hashtags. It links to his website www.ayo.io, where the 
portfolio links to the Repository website. One single of his 56 posts 

references the Iyapo Repository in 2017. He has 820 followers, and 
follows 597. Asega's Instagram account @computer-puting shows 
847 posts, 2765 followers, follows 1296, and its first post was May 
15th 2012. The profile references a link to an article about the artist in 
Vogue magazine. 

In line with the personal framework, hashtags and handles are used in 
an unstructured manner. However, the handles and geolocation tags 
of all exhibition spaces are meticulously indicated, as are the handles 
of all press publications. Participants and collaborators are either 
tagged on images or via handles in text. The first mention of the Iyapo 
Repository is made on July 31st 2016. There are 9 posts mentioning 
the project in text, and 4 posts documenting the project in visuals 
without mentioning its name in the accompanying text. 4 posts use 
animated visual or film footage. None of the posts index the project 
via hashtag. (A search on Instagram shows 40 posts for 
#iyaporepository generated by participants and exhibition spaces). 
The most frequently used handles and geotags are the residency and 
exhibition spaces Eyebeam, as well as the workshop space digital art 
collaboratory, POWRPLNT in Bushwick, New York: Asega is the 
director. Emojis accentuate the personal voice of the account.

The visuals convey spontaneity through the use humour, feature pop 
culture, holiday pictures, family and friends, but are also carefully 
curated, merging the personal with artistic persona branding. The 
tools for prototyping at workshops are displayed once, as are 
participants and results, but no film footage show the process of 
prototyping. The account does not “love” comments, but replies to 
comments of close friends; the tone is conversational. 

Two posts mentioning the Iyapo Repository are animated 
audiovisuals. The account uses “stories” mainly to document 
personal travel and does not archive them for consultation.  In 
contrast, a process video of the Iyapo Repository is available on her 
Vimeo channel, showing the procedure of ideation and of making, the 
channel also features 9 other “making”/process videos.

It should be noted that Salome Asega has been a tech fellow of the 
Ford Foundation's Creativity and Free Expression program. Her online 
publication for the foundation advocates that “digital and 
technological literacy is now an important component to social 
justice work because these digital tools enable us to organize, share, 
and communicate creatively and loudly, and reach even wider 
audiences--from the hyperlocal to the global.”(Asega 2018). She  also 
describes her mission to “build a constellation of practitioners who 
are promoting impactful narratives that can shape our creative 
fields”. Though the quantitative social media impact of the work of 
Salome Asega and the digital archive of the Iyapo Repository does not 
rival that of other case studies, it does indicate the possibility of the 
digital to question existing knowledge structures, and a shift in 
curatorial and archival practice. Benefits of participatory digital media 
to create new archives for minoritised fashion histories have been 
documented in archival scholarship (Pham 2014). The repository 
i tself  specifical ly  creates alternat ive archiving through 
crowdsourcing - opening the door for new multivocal artisanal and 
making archives.

Roots Studio 
Roots Studio is a startup which aims to enable indigenous artists to 
continue their craft by recording, indexing, promoting and licensing 
pattern design. Textile patterns and other pattern designs are offered 
for prints, home accessories, and wrapping paper. The online library 
offers licensing rights for over 3000 designs (75% of the return goes 
to the artist, 25% goes into a communal fund). The account 
@rootsstudio shows a total of 174 posts since July 2015, 1720 
followers and follows 452 accounts. The bio refers to the email 
address for appointments and orders. The account's use of hashtags 
is restrained (to only 40 out of 174 posts). The hashtags  are 
predominantly related to retail or fair events : #sustainablefashion 
#handmademovement #socialinitiative #printdesign #patterndesign 
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#createexplore, targetting socially conscious customers. Only in 17 
of the 40 uses are“widerange appeal” hashtags a used (such as 
#livethelittlethings #paris #nothingisordinary #athomeintheworld 
#pursuepretty #everydayindia #incredibleindia #shelfie #culture). 
None are used referring to days of the week, colors, moods, or product 
descriptions. The account uses Chinese lettering once in regard to 
Chinese patterns, however the lettering is not hashtagged. Handles 
referenced in both text and as tags on images include fairs, media 
sources which have featured the project, as well as conferences at 
which the project is presented. Geolocation tags are used for fairs at 
which the startup is presenting. The founders, collaborators and 
artisans are featured, yet no external “ambassadors” of the brand.The 
account does not “love” the comments, nor does it reply to them.

Visual content of the account offers a different strategy to the other 
archival accounts whereas it documents both the making 
procedures, the makers, the surrounding context (tribal history, 
symbolism and meaning of patterns, but also the living environment 
and working conditions of makers) - as well as the selection process. 
The images not only document the stitching, dying, painting and 
printing procedures and tools : they also explain the founders' 
scanning tools and travel conditions, the selection procedure of 
prints, and even the delivery of goods. 

The startup aims to use not only the artisanal practice but also its 
documentation as a revenue source for the artisans: the social media 
posts link to the website, which allows for purchase of a selection of 
photographs documenting the artisans and their life and skills (with a 
portion of the revenue flowing back to the maker tribes).  The website 
documents the provenance with photographs by country (China, 
India, Indonesia, Syria, Panama), by tribe, and by theme. It includes 
work by the Miao tribe from China - whose artistry is also documented 
by Google Arts with a selection of 19 videos provided by the Museum 
of Ethnic Culture at the Minzu University of China. Film footage is 
used sparsely on both the website and the Instagram account, only in 
one post showing the making process. 

The case of Roots Studio illustrates a possible opportunity for GLAMs 
to also credit and implicate the artisans on display - and to create a 
stream of revenue for artisans or for preservation purposes. The 
business model aims to monetize the crafts by reaching worldwide 
audiences, though it does not capitalize on Instagram's promotional 
tools. It promotes the sharing of artisanal storytelling rather than 
detailed making knowledge instruction. Since moving images 
specifically allow transmission of unique making procedures, and 
offer the potential of online sharing across geographical distances, 
enabling increased dialogue and inclusion, as well as enriching local 
archives.

Comparison Analysis
The Chanel Instagram account @chanelofficial shows a total of 2,163 
posts, 38.2 million followers, 2 following, a link to the website, and has 
been active since October 2014. Its promotion of artisanship is 
coherent with its signature strategy: involves branded hashtags 
(#Chanel, #MetiersdArt) as well as #SavoirFaire, and professional 
and evocative “behind the scenes” moving images for its haute 
couture ateliers. The handles of each atelier (@EcoleLesage 
@ M a i s o n _ L e m a r i e  @ L e s a g e I n t e r i e u r s  @ S t u d i o M T X 
@ M a s s a r o _ P a r i s  @ a t e l i e r m o n t e x  @ M a i s o n M i c h e l 
@Goossens_Paris @Eres) are listed, though certain ateliers do not 
have their own handle (Lognon, Paloma). Artisanship is promoted 
side by side with heavy celebrity involvement including models, brand 
ambassadors, and creative contributors. Geolocation tags are used 
for posts documenting events, increasing content searchability by 
location. Chanel does not reply to comments, nor “love” them, 
however the commenting community engages in exchanges on the 
platform. The brand makes use of stories (especially during fashion 
shows), but does not archive them on the Instagram profile. 

As of October 2019, a new handle @19M and hashtag #Le19M were 

created to announce the new 25,000 square meter physical hub being 
officially inaugurated in 2020, which will regroup all 30 ateliers. M 
stands for Métiers d'art (craft) and for Mains (hands). The @le19m 
account features 17 posts, 6660 followers, and follows 12 accounts 
of participant artisan ateliers. It references the address of the hub in 
Paris. The posts document the location, the exhibition of artisanship 
in Tokyo (with geolocation tag), the opening announcement event, as 
well as featuring slideshows of making processes of ateliers. The 
recurring hashtag is #Le19M and hashtags also reference the 
ateliers, Chanel, MetiersDArt, SavoirFaire and Paraffection. The 
handles credit the ateliers as well as the photographers documenting 
their work. The architect and officials present at the launch were 
referenced, as was the street artist Case Maclaim (who has 69.9 K 
followers), who created a mural for the occasion and whose work 
prominently features hands. 

The Google Arts & Culture Instagram account @googleartsculture 
posts are predominantly in English, but at times feature a second 
language such as German. (The platform is available in 18 languages, 
including English, Japanese, Indonesian, French, Italian, Polish, and 
Portuguese). The signature hashtags is #GoogleArtsandCulture. On 
June 8 2017 the hashtag #WeWearCulture was introduced with a 
launch event at the Metropolitan Museum of Art (with Eric Schmidt, 
the executive chairman of Google; Amit Sood, the director of the 
Google Cultural Institute; and Andrew Bolton, the curator in charge of 
the Metropolitan Museum of Art's Costume Institute; Vogue editor-in-
chief Anna Wintour). This hashtag has generated over 8000 user-
generated posts. 

The Instagram account only features 16 fashion content posts so far, 
not all of them featuring the #wewearculture hashtag. In addition to 
brand tags, posts feature the hashtags #outfit #fashion #culture 
#society ,  but also non “highbrow” tags such as #ootd 
#wednesdaywisdom and #Mondaymood. Brand handles and 
hashtags are used for every fashion post, either fashion brands 
(Chanel, YvesSaintLaurent) or institutional partners such as 
museums or publications (Vogue, CondeNast, Life). Though content 
aims to promote inclusivity, such as featuring the dress made by 
Rosa Parks, the only fashion week which is mentioned is Paris 
fashion week (the Google Art Culture Lab is located in Paris). A post 
on Nov 25 2019 promotes a colour recognition tool using deep 
learning for runway imagery (a feature which EFHA is still trying to 
solve via crowdsourcing). The only images of making/artisanship is a 
moving image post on October 24th 2019  featuring Seoul-based 
OMA Space creative studio, and textile development for Jacquard by 
Google. The Google Arts & Culture  Instagram account shows a total 
of 207,000 followers, 1244 posts, follows 207, and has been active 
since October 2015. The bio refers to the hashtag and the website. 
The account does not “love” nor reply to comments.

The account uses and highlights Stories ( Figure 3.), however theses 
do not include artisanal or fashion content. It should be noted that the 
Google Arts & Culture website features slideshows and film footage 
of crafting techniques from around the world (Ghanian Batik, Nyonya 
Needlework, Indian Weaving, Korean embroidery). Videos from the 
Victoria and Albert Museum, a Google Arts partner, showcase Indian 
craftsmanship through indigo dyers and other families of makers, 
and show the details of making processes. The website also features 
a documentary about Miao embroidery from China, a tribe in which 
embroidery takes on the role of written language, expressing Miao 
culture.

CONCLUSION
The large audience, the participative nature and the more 
conversational tone used in new digital communication platforms 
can enable higher visibility and recontextualization of artisanship. 
The mediatization of museums has generated a shift from “custodial” 
museum approaches to facilitating more “convivial” interactions 
(Drotner et al. 2019). The case studies of Iyapo, Roots Studio and the 
Alaia Foundation  in particular illustrate a revision of archival practice, 
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empowering diverse participants and audiences. As Pecorari points 
out, “ the possibility of downloading, interacting with and 
manipulating the digital image of a historical object illustrates the 
coexistence of a personal, individual “unofficial” memory with an 
official institutionalized history (Pecorari 2019). Archival content is 
increasingly consumed on mobile phones, which can also enable the 
production of new narrative strategies, enabling more personal and 
intimate storytelling (Schleser 2014; Pham 2014). While Deger 
describes new digital resonance in the domain of anthropology, 
archival practices could similarly benefit from a world filled not just 
“with data, but with a multisensory pulse of poetry and possibility” 
(Deger 2016). 

Digital platforms have facilitated a much higher integration of 
intangible cultural heritage by allowing for both recording, indexing 
and disseminating the making process, and the makers of artisanal 
heritage. Social media content production and promotion can 
present a wealth of opportunities for enriching artisanal knowledge 
transfer and for generating new indexing and archival strategies for 
GLAMs. The interactive nature of digital platforms can confront 
“memory institutions”(Wijesundara, Chiranthi, and Shigeo Sugimoto 
2019) with critical heritage questions such as provenance and 
appropriation, yet it also offers the possibility of inclusion of valuable 
heritage knowledge outside the bounds of institutional structures. 
Like most media channels, Instagram is market-driven,  imposing 
specific limitations (ranging from the aesthetic, for example its 
square image format, to the algorithmic preferences of certain types 
of content) and offering specific advantages. The instant translation 
feature as well as the use of moving images of artisanal practice in 
particular may allow the bypassing of language barriers, both on a 
local and global level. Moving image content also allows for the 
transmission of emotions (Müller and Kappelhoff, 2018).  As Vial 
points out, “technologies are not only tools, they are structures of 
perception” (Vial 2019). Instagram participates in and shapes the 
translation and interpretation of knowledge. Like all archives, it is 
malleable, subjective, and continually renegotiated by its makers and 
users: archives document artefacts but most importantly they are the 
discourse about artefacts. Just as artefacts are : “not passive objects, 
but  mediators  of  be l iefs ,  representat ions ,  habi ts ,  and 
agencies”(Darras and Belkhamsa, 2009), the platform itself is 
“crafted”. The digital platform, its algorithmic language, and its 
assemblage of ever-evolving technological advances and human 
input is changing our phenomenological experience of archival 
knowledge.

The amplification of artisanal heritage content requires an awareness  
and use of  Instagram's (evolving) “organizational logic” (Geismar 
2016) and user practices. One strategy GLAMs can derive from the 
analysis of Google Arts is the use of popular hashtags (and their wider 
reach in multiple languages), rather than using hashtags to reflect the 
constraints and structure of searchability of institution websites. A 
strategy used by both Google Arts and Chanel for content production 
and audience reach which could be further developed by GLAMs is 
the use of events and “artisanal ambassadors”. In the case of the 
Alaia Foundation and Roots Studio, but also in the Iyapo workshops 
and the personal approach of Salome Asega, the use of the archivists 
perspectives are also used for content to attract and create 
engagement with audiences. 

The recent Google Arts color search tool as well as the upcoming 
Europeana conference on artificial intelligence for digital heritage in 
2020 indicate the possibilities of use of deep learning and computer 
vision programmes to make content searchable visually, which will 
also have repercussions on the archival organization of both tangible 
and intangible artisanal heritage.  Cultural heritage professionals 
could not only benefit from these algorithmic selection parameters - 
the construction of such searches on social media platforms would 
benefit from their input. While the key to the success of Instagram is 
its social interconnectivity, the same applies to GLAMs: 
“fundamentally, museums are networks. They are made up of 

relationships, as well as of physical sites and stuff, and engagement 
with community members, elders, scholars, curators, artists and 
others”(Thomas 2019). While the Iyapo Repository content 
communicates the generating of collective archives through 
workshops, GoogleArts (and to a lesser extent by Europeana and 
Roots Studio) agglomerates and shares audiovisual content of 
embodied artisanship, as well as spoken language transmission - 
both carriers of emotion (Kappelhoff and Müller 2018). In conclusion, 
the social media platform's interactive features offer new possibilities 
of interlinking discursive and non-discursive memories, feeling and 
meaning, theory and practice. Concretely, it is altering both the 
procedures and the experience of collective practices of 
remembrance, by amplifying the appearance of the bodies, gestures, 
and voices of makers and curators of artisanship.
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Background
Making elaborate patterns and shapes on the body has an ancient 
history. There is a universal desire to etch marks onto skin to identify, 
c o m m e m o ra t e ,  p r o t e c t ,  a p p e a s e  o r  s i m p l y  b e a u t i f y. 

Godna, or gudna which means means burying the needle in Hindi1 — 
is also referred to as tattoos for the same reason. It is an ancient 
artform and custom. The godna tattoos of Chhattisgarh are applied 
by women of the largest tribal group in India, the Gond tribe, which has 
many types and sub-groups. The tattoo artists call themselves 
godharin, or tattoo makers. They are a part of a rich tradition of art-
making that is a common feature in the jungles of Gondwanaland 
(Gond forest) in central India.  

Some authors trace this tradition to the prehistoric rock and cave 
paintings of the region (such as Bhimbetka) dating over 12,000 BCE. 
Tattoo styles vary by region as well as by on which tribal community 
they are applied onto. It is a type of a signature, and each tribal 
community has its own markings and belief system. There are many 
beliefs and stories surrounding the application of tattoos.

Amar Gehne
Godna in many tribes functions as gehna or jewellery — the tattoos 
themselves are made around body parts where jewellery is worn, in 
the belief that this jewellery will adorn the wearer till the end of life and 
beyond. This is why godna is also called amar gehne (eternal jewels). 
(Pl .1).

Pl 1. Amar Gehne. The tattoo motifs are viewed by the Gond and other 
tribals practicing tattoos in Central India, as jewellery that stays with 
the person in the after life.

Healing
Tattoos are used for medicinal purposes. Tribal people believe godna 
on their body keeps them fit and agile, despite residing in dense 
jungles. The bichchu (scorpion) godna, for instance, is applied on the 
shoulder blade after a scorpion bite, to lessen its effect.

Pl. 2: application of Godna by Godharin tattoo artists

Rites of Passage 
In general, women have a strong connection with the idea of a “vital 
cycle” as life givers, caretakers of children and the home, and because 
of their monthly menstrual cycles. Some women like those from the 
Gond tribe — are marked by the application of a godna motif on a 
specific part of the body to record the entrance into a new phase of life 
— puberty or pregnancy, and marriage2. In the latter case, a tattoo 
symbolising partners (saathi) is inscribed. Thick lines and motifs, 
preferably geometric in shape, are drawn on the entire body. These 
motifs reflect their environment, culture, flora and fauna of the region. 
They embody the cultural values of the tribe and are also seen as a 
method of self-expression. That the tattoos are inscribed by women 
on women is another strong connection they have to the cycle of life 
(Pl. 2).

Decline
While the godna tattoos themselves are indelible, the application of 
tattoos began to fade as demand plummeted. With globalization and 
the end of the barter economy, tribal communities began migrating to 
cities in search of jobs. This led to a significant decline in the demand 
for tattoos, which has greatly impacted the livelihood of the godharin. 
This ultimately means that the godna tattoo — one of the oldest 
artforms in continuous existence — will soon be extinct, at least in its 
current avatar. Its use as a tattoo has already vanished, as one only 
sees older women in these villages covered with tattoos (Pl. 3). 
Younger women might get a few tattoos as a token, but they no longer 
follow the ritual and belief system that was once a stronghold of this 
community. 

Pl. 3: Rajan bai in Puhputra village, Chhattisgarh showing her tattoos

The Typecraft Initiative 
Launched in 2012, The Typecraft Initiative is a self-initiated project 
that aims to create a series of digital fonts both in the Latin and Indic 
scripts from Indian vernacular crafts and tribal arts that are still 
practiced today as a means to generate sustained livelihood and 
income through commissions and subsequent royalty from sales of 
the typefaces. 

Each typeface is made from a craft or tribal art, which belongs to a 
specific region, material, process and context. So far, Typecraft has 
worked with Godna tattoos from Chhattisgarh, Chittara floor and wall 
art from Karnataka, Mithila art from Bihar, and numerous 
embroideries (Pakko, Dhebaria Rabari and Soof) from Kutch in the 
western state of Gujarat. We have also created logos and identities 
using Manipur black pottery and various crafts from Kutch.

SKIN TO SCREEN: TRANSFORMING THE INDELIBLE MARKINGS OF GODNA 
INTO A DIGITAL TYPEFACE

ISHAN KHOSLA
The Typecraft Initiative, Ishan Khosla Design LLP
New Delhi, India
ishan@ishankhosladesign.com
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The initiative helps to promote, innovate and archive the intangible 
cultural heritage of India and beyond. The typefaces are meant to 
create awareness and generate further interest in the art, history, 
context, and life of the people and the communities we work with.
Typecraft works collaboratively with Indian tribal artists, through 
workshops and lectures on font design and letter proportion. The 
resulting typefaces done or paper or canvas, are not only an archive of 
the IP of the artisan communities, but they are a celebration of their 
rich artistic heritage that through the creation of a digital typeface has 
been converted into a contemporary idiom. Through The Typecraft 
Initiative, we have transformed the godna tribal tattoo art into a 
functional digital typeface in the Latin script. This means that the rich 
artforms of the godna tattoo can accessed by anyone across the 
world, albeit as a typeface on the screen, to use it as they wish — to 
design artworks, graphics and communications. (Pl.4).
 

Pl. 4: A type specimen poster made from the Godna font created, to 
promote and explain the Godna (tattoo) typeface to users. 

The transformation of craft to a completely different medium such as 
digital is something new. It is also unprecedented in that vernacular 
crafts and tribal artforms have never been made into a typeface 
before. This raises certain pertinent questions that still need to be 
answered: 

What does it mean for a community, for their ancient tattoo art forms 
— that are loaded with meaning, and hold specific relevance to them — 
to be morphed into a digital typeface devoid of the original meaning 
and context? And for people around the world to have access to this 
artform and be able to transform it into new types of expression, 
without perhaps understanding the meaning of the original tattoos?

What does it mean for the “traditional use” of godna, as tattoos on 
skin, to “die out” but its digital avatar to live on? 

What are some of the greater possibilities and meanings this project 
raises for the worldof craft, tribal arts and the idea of authorship in the 
post-digital era?

Adding Functional Value
Fonts made from a craft don't become an end in themselves — 
instead, they become the start of a new creation. Our endeavor is to 
innovate these artforms into new meanings and applications. Most of 
these crafts had a functional aspect that has been lost over the years, 
as they become decorations for commercial objects, prints on cheap 
souvenirs like mugs and cushion covers. These objects are end 
products and don't allow for further interaction by the user, but with 
Typecraft, we are we are reinstating a functional value to these crafts. 
As fonts, they become a starting point, a tool that can be used by 
anyone to begin creative explorations — which could be anything from 
a work of art to a poster for an event. Thus, this initiative has the 
potential to transform the use of craft in the digital and online age.

We believe that type design, as a means for communication, can 
further contribute to a more comprehensive dialogue within our 
globalized society. As a way to make language visible, typography and 
type design can help to transmit the most genuine expression of 
civilizations through the shapes of letters. It is not only about 
conveying a message, it is about visualizing culture itself – a way to 
reinforce identity and cultural values via the shapes we use when 

communicating through various scripts.
We also envision other such digital products that are based on the rich 
crafts and folk arts of India, such as games, apps, edtech tools and 
animated films — that enable the stories, myths and belief-systems 
and talent of some of these communities to find global audiences.

Introduction
This process has stripped the ritual significance of the godna tribal 
tattoos, which began with the community itself, as they made the 
tattoo into decorative items for sale to sustain themselves. This 
phenomenon of the changing role of Indian crafts from a communal 
activity and function to that of an individual activity for commercial 
purposes has been prevalent since the past few decades of the 
previous century. Various transgressions by outsiders such as the 

3introduction of canvas to the Mithila artists.  

However, the transformation of craft to a completely different 
medium such as digital is both new and unprecedented. Craft is a 
powerful avenue to connect with our ancestry and our traditional 
visual language. Crafts may be in constant flux and evolution, but they 
still provide a strong unbroken link to what helps us formulate and 
comprehend our culture in tangible terms. The Typecraft Initiative 
combines the principles of typography with the language of crafts. It 
is not only a celebration of the craft but a manifestation of it in digital 
terms.  Combining craft with design to make a digital typeface makes 
it come alive with both meaning and form. It is uniquely Indian and yet 
speaks to a global audience.

Goals
Promotion
The Typecraft Initiative aims to involve communities where women 
are engaged in various types of crafts, folk and tribal arts, for the 
creation of the letterforms. By creating these fonts, we hope to 
promote the activities of these women and thereby give them a 
window to the world through the internet and social media.

Education and Livelihood Sustenance
The short-term benefit is to provide employment for these women 
during the course of the project. Royalties from the sale of the digital 
fonts also go back to the communities. We are also looking at other 
ways to create impact. Firstly, through the creation of type-kits that 
can use physical letters of the script rendered in some way by these 
women — which can be used to teach the alphabet to their children 
but also sold in schools throughout the country (Pl. 5).

Pl. 5: The use of Typecraft as an alphabet quilt for primary education.

Secondly, the digital version of the typeface can be promoted for 
purchase and use by schools, colleges, and the state government for 
use on official signage. In this way, a short-term investment can lead 
to a product that can be sold to a large audience on a longer-term 
basis (Pl.6). 

Pl.6 : The Godna Typecraft in use on a computer for the creation of 
signage.
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Archive of Intangible Heritage
One major function while creating the typeface is that through 
workshops and interactions with the artisans, the craft and its making 
process is documented and archived. This is vital as many of the 
crafts are on the brink of extinction.

While the crafts folk themselves are finding new ways — through new 
mediums and objects — to make their work more commercially viable 
to new audiences; we believe as graphic designers, their skills are 
invaluable in creating an archive of their work through type design. 
The digital medium also allows for ease of dissemination of the 
typeface to markets across the world. 

The goal here is to not only support India's languishing crafts and folk 
arts, but to also create a greater awareness about the beauty and 
vitality of these people and their art. 

Methodology
Guidelines 
Even before engaging with a craft, we need to see how feasible it is to 
be made into a typeface. We navigate a fine line between the rules of 
type design and that of the particular craft we are working on. This is 
because we cannot follow the rules of type design that are based on 
western rules of designing a typeface. We have to then look at the 
tools of that craft, such as the needle used in making tattoo or those 
for embroidery as the case may be, and these tools don't easily 
translate to lettering.

We examine the languages of that crafts themselves — how the craft 
is made, its typical forms, be it the curves, how they change from thick 
to thin, or how to the terminals (endings) of the craft forms behave. 
For instance, are they pointed, blunt or rounded? Then we consider 
aspects such as knots and the places the forms twist into each other, 
as well as counters — the empty spaces surrounded by a design. This 
lexicon helps us to translate a craft into letters, which also have the 
same properties. 

Creating such a working digital typeface out of vernacular Indian art 
forms is unprecedented. Therefore, our methodology requires 
constant learning and the way we work depends on the craft (material 
and method of creation) as well as the exposure of the artisans 
themselves. We involve craftspeople from various parts of country 
—groups that are less “exposed” to working with outsiders than others 
need more time to work and to feel comfortable with the project. 

We are very mindful of the fact that this exchange with artisans is 
meant to be collaborative in nature. We provide a framework in which 
to work in, but the making of the letters is done, as far as possible, by 
the artisans themselves. Sometimes, artisans are not able to draw 
the letters, in which case we assist them either by drawing simple 
outlines, or by actually creating a more detailed system of how the 
letters might look like after careful study of their craft. 

When working with craftspeople and tribal artists, it is vital for us to 
understand their context — where they come from, their practices and 
beliefs and current social and economic situation. Most communities 
we work with come from an oral tradition, even though their art forms 
have a visual component.  We also study the way life of the artisans, 
why they make a certain craft, when do they make it and for whom. 

Godna
To create the Godna tattoo typeface, we conducted a month-long 
workshop with three godharins — Ram Keli, Sumitra and Sunit. They 
travelled to Delhi from their village Jamgala in the Surguja district of 
Chhattisgarh in Central India. These and other women from this tribe 
etch tattoos onto the Baiga, Bhil and other tribal women (Pl. 7).

We begin by documenting the existing tattoo motifs and designs, and 
the meaning and placement of the various tattoo motifs. For instance, 

a certain tattoo is etched for ritualistic purposes such as marriage on 
a certain part of the body — both the placement and motif usually 
have some significance to the respective communities. We also 
documented their belief systems surrounding the tattoos, as well as 
the songs that they sing while applying the tattoos.(Pl. 6)

Pl.7: Workshop with three godharin artists, Ram Keli Pavle, Sunita 
Pavle and Sumitra Pavle from Jamgala village, Chhattisgarh in our 
Delhi studio

The next step is to think of how letters would work within the 
restriction of the craft if any, and understand the process the 
craftswomen follow to make their artform. Since all the people we 
work with have no exposure to typography, we start slowly. 
Sometimes we don't even work on typography for the first week of our 
exchange. We also gave basic lessons on typography proportion, 
style and harmony. 

Initially, we let the artists create the letters to give them creative 
freedom and a way to enjoy the process. We study these initial letters 
to gauge how to create a system that can be used for the entire 
typeface, and then, slowly introduced them to working with 
typography. We provide guideline such as suggestions for letter size 
(based on the physical dimensions of the craft they are comfortable 
and used to work in) (Pl. X).

Methodology Summary
Tattoo art painted by brush on paper, digitized and converted into a 
digital display typeface to be used on the computer.

· Understanding the context of the godna tribal artform, its 
function, historic relevance, myths and belief systems and 
current situation.

· Painting of tattoo art by artisans onto paper.

· Painting on tattoo art as letters onto paper, without instruction.

· Analysis of letters and tattoos with creation of guidelines for 
artisans to convert the letters they have already painted into 
more refined and proportionate forms, in line with rules of type 
design. Initially done with pencil on paper, and then by brush.

· Scanning the painted letters.

· Tracing and digitizing the letters.

· Cleaning up the letters, with minor alterations for consistency.

· Finally, the letters were put in Glyphs, a font development 
software for making it into a functional typeface. Collaboration 
with Andreu Balius, a Spanish type designer, was an essential 
step for us to transform the letters into a workable typeface (Pl. 
8).
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Pl. 8: Font Development stage

Challenges
Technical Challenges 
Decoration is an essential form of expression in most ancient 
cultures. It signifies skill and workmanship and is viewed by many as 
tantamount to wealth and richness. More is more in the craft context. 
Hence, Indian crafts are highly intricate and ornamental. 

However, type design is meant to be minimal to allow for legibility, 
clarity and flexibility. Less is more in the type design context. The 
more nodes in a letter, the more detailed and complex they are and the 
closer they are to the original handmade artwork. However this 
makes the font less usable. Conversely, the more simple and neutral 
the letters are, the fewer nodes it has making it more usable but also 
less unique and true to the original craft. This tension forms the 
critical aspect of Typecraft.

While the introduction of decoration into type is nothing new, its 
ornamentation is typically done for display typefaces, used at larger 
sizes such as in posters and titles of books. Typecraft has been 
created to maintain this balance between ornament and function and 
thus has been developed for the explicit purpose of a display 
typeface. As designers we are sensitive to the both the artistic and 
aesthetic considerations along with the practical realities essential to 
type design and usage. 

Pl.9 The complexity of the Godna letter with its thousands of nodes 
made Font Development an unprecedented challenge as this was the 
first time such a typeface was ever being made.

Functional Challenges
We face several challenges when working in the field with 
craftspeople and tribal artists — such as traveling and living in rural 
areas, getting used to the local conditions and sometimes, linguistic 

challenges. Working with these communities, which are in most 
instances illiterate and almost always haven't worked with type 
before, poses its own problems.

In each case, working with a new group of craftspeople or tribal artists 
means addressing different needs and challenges, such as explaining 
the rationale of the project to the community or the challenge of 
documenting an oral tradition that is open to interpretation. 

There is also difficulty of working with crafts in different mediums that 
have their own limitations. Since we want the artisans themselves to 
initially render the letters from their own craft, for us to understand the 
underlying system of the craft form, this process can be challenging 
depending on how easily a craft can be rendered as well as the 
drawing skills of the artisans. For instance, it is relatively simpler to 
create a tattooed letter on paper than embroider it onto cloth. 

Design Challenges
While designing the typeface we face numerous challenges such as 
ensuring that the letters are legible and practical to use, but yet imbibe 
the sense of beauty, vitality and rawness found in the original crafts. 
There is also the difficulty of getting a fairly consistent set of letters, 
such that they all belong to a font family, and yet they maintaining a 
unique "handmade" quality. The digitization of the physical artworks 
by the artisan into a vector artwork is a major, time-intensive task 
involving hundreds of hours of work on the computer (Pls. 7, 8 and 9).

Application
Typecrafts have a range of applications as they are letters, building 
blocks of language; and laden with the rich ornament of a craft 
tradition, they can become robust tools of communication (Pls. 5 and 
6).

Craft can be a powerful tool to educate children not only about a 
language but about various communities and tribes, craft traditions 
but also the sustainability and ecology of a region as crafts are based 
on available sustainable resources. 

We are also looking at ways in which we can promote literacy through 
the creation of typecraft fonts.  
Additionally, we envisage the use of typecrafted fonts on signage, and 
for tourism and promotional purposes of their state of origin. Of 
course, as is with all typefaces, they can and have been used for all 
sorts of visual communication such as posters, brochures, books, 
etc. (Pl. 10).

     

Pl.10: Two book covers usinng Godna and Chittara typecrafts 
respectively.

Fashion Colloquia 2020, Jaipur120



Conclusion
The jury is out on what it means to transform a vernacular Indian craft 
or tribal art into a digital typeface, as this is both unprecedented and a 
very recent outcome. There is no stopping vernacular artforms from 
transforming from their original contexts, meanings and mediums 
into something totally different — as this has always been happened 
historically as well. The key is that the transformation, if done with 
extraneoous transgressions4 of a designer or organization, should be 
done with care and respect for the artform and the community. I don't 
believe slapping on the artform onto coffee mugs and t-shirts does 
justice, represents or even respects the original artforms. 

Making into a functional digital typeface however ensures that it is a 
tool, and a starting point for more creative explorations — and not an 
end as some of the aforementioned decorative items are.

In this way, digital technology offers a range of possibilities to Indian 
crafts and tribals arts — from the possibility of making them into 
animations, visual identities, typefaces, games, and perhaps even VR 
environments to explore these very communities and their arts and 
crafts. 

I am interested in doing further work including a doctorate on this 
topic. I would like to examine the various connections between 
marking and identitification signs such as pictograms, ideograms 
and logograms. Additionally, it is worth delving further into the 
connection between human anatomy with respect to tattoo 
application and how anatomical proportions was used in the design 
of medieval western type design. Additionally, a research paper by Dr. 
Cécile Guillaume-Pey5 sheds light on the connection between type 
and the body.
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ABSTRACT
India has the power to take a pivotal and persuasive stance in the 
world's path towards sustainability. It has a uniquely advantageous 
position in regards to its heritage, skilled labor and technological 
advances However, there is a need for a radical shift in the way it 
approaches its progress in the coming years. 

This paper with the use of case studies, aims to discuss inspiring 
sustainable practices and business models in the context of the 
Indian clothing culture. It simultaneously maps significant global 
businesses that make 'consuming less' and 'using mindfully' more 
feasible and appealing while addressing the current millennial 
consumer's need for individual expression, customization & 
personalization as well as agile & immediate consumption. How can 
these seemingly contrasting attributes be connected to each other in 
a pertinent and practical way? 

Today India is maturing from being just a sourcing hub (third largest 
textile exporter in the world) to becoming one of the most intriguing 
consumer markets outside the western world (6th largest for apparel 
by 2022). However, while serving external and internal demands for 
clothing, it seems to have lost an essential element of focus, a 
sustainable future. In a country that has just welcomed Uniqlo, and 
where Tata is starting its own Indian version of a fast fashion brand, 
where production, consumption and wastage are all reaching 
worrying numbers, there is a need to have a more responsible attitude 
towards manufacturing and consumerism.

Sustainability in Fashion, evidenced in forms of circularity, reuse, 
repair, zero-waste and on-demand business models has been a part 
of the Indian cultural fabric in the past. While current global (and 
Indian) fashion sustainability focusses on innovation, often this is 
concentrated on supply chain and materials. Unfortunately, very few 
actually address the elephant in the room, that without controlled 
production and consumption we have no hope for the future. 

Today, more than ever, it is fundamental to expand the potential of 
existing resources and imbue them with human warmth and memory 
of a heritage and culture rich enough to stand the test of time. India 
has a unique set of assets. It can be at the forefront in finding 
solutions in manufacturing and consumption that lead the industry in 
an evolution towards a more responsible future.  

#Keywords: Sustainable business models & practices, India's role, 
Envisioning solutions, Indian market, consumption & production. 

INTRODUCTION
“Sustainable development is a development that meets the needs of 
the present without compromising the ability of future generations to 
meet their own needs” – Dr Gro Harlem Brundtland.

Starting from precisely this definition of sustainability it is apparent 
that India in its global supply of fashion & textiles and its overall 
consumption of the same lacks a future forward long-term strategy. 
Today India is the third largest textile exporter in the world. 
Simultaneously it is becoming one of the most intriguing consumer 
markets outside the western world; it will be the 6th largest for apparel 
by 2022. India's overall textile exports have been US$ 31.65 bn in FY19 

and are expected to increase to US$ 82.00 bn by 2021. (India, 2019)

 It is specifically for this reason that India should set a standard and 
lead the rest of the world by example, by focusing and investing in 
sustainable solutions for its textile and garment industry. The 
country's strengths rooted in its heritage, skilled labor and 
technological infrastructure could enable it to take a persuasive 
stance towards a more responsible future. 

Sustainability in Fashion, evidenced in forms of circularity, reuse, 
repair, zero-waste and on-demand business models has been a part 
of the Indian cultural fabric in the past. Although, current global (and 
Indian) fashion sustainability focusses on innovation, often this is 
concentrated on supply chain and materials innovation. 
Unfortunately, very few actually address the elephant in the room, that 
without controlled production and consumption we have no hope for 
the future. Within this paper, we will try and arrive at possible solutions 
specific to an Indian heritage and cultural mindset that help address 
the volume of consumption and production in the country. 

What is important to note here is that finding sustainable solutions 
are the only way to create long term viable businesses and maintain 
the market's competitiveness in the global scenario. Brands today 
often prioritize short-term metrics and gains over the long-term brand 
prosperity, future collective good of the business and the planet. But it 
is now increasingly obvious that long term prosperity of businesses 
depends largely on long term sustainable thinking; this will soon 
become an expected mandate for all and would be taken for granted. 
These new systems require us to think radically about the future and 
there is a need to make this type of thinking more commercial, 
emphasizing the use of more independent production processes, or 
making sure the craft and time that goes into products is effectively 
communicated in marketing efforts. These new systems thus bring 
to the forefront process, purpose, provenance over product and short 
term-profit. 

The first topic addressed within this paper would be aimed at finding a 
means of optimizing consumer usage and increasing the lifespan of a 
garment, i.e. looking at solutions connected to reusing, repairing and 
recycling. 

The other proposals in this paper are connected to ideating solutions 
for businesses that while minimizing waste, forecasting demand and 
reducing surplus production, ensure the future commercial viability of 
businesses. All of this is done while keeping in mind the current Indian 
millennial consumer and his heritage, culture, mindset and tangible 
and psychological needs. Because our roots direct our future in a 
significant way. The aim then is to finally arrive at creative remedies 
that combine an Indian consumer's needs with future forward 
solutions in an effective and commercially viable way. 

The Three 'R'S: Reuse, Repair & Recycle:
Material things we possess have memory. We often use these things 
as remembrances of a past; they become expressions of distinction, 
regard and respect, sentiment and comfort. They are also used as 
charms; they sometimes bring luck or confidence; sometimes they 
help us re-live moments and emotions from the past; we use them to 
connect with our ancestry and heritage. These objects carry the past, 
through time into the future. It is vital to get younger generations to 
appreciate them better in a time when mass production dictates a 
much faster pace of consumption. 

CUTTING YOUR COAT TO SUIT YOUR CLOTH: REDEFINING STRATEGIES FOR 
A SUSTAINABLE FUTURE IN INDIA

KIRAN VAJPEY
DOMUS ACADEMY
MILAN, ITALY
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Having said this, there are some for whom the nostalgia of the past is 
appealing. Thus, these objects are often reused, and reinterpreted 
creatively so as to make them their own. And although this diminishes 
their historic relevance it is here that the secret to their evolution and 
longevity lies. 

Kate fletcher (Fletcher, 2019) in her work in a sense addresses 

precisely this, it is through using that we create lasting impressions 
and emotional connections. Reusing, repairing and recycling are 
about prolonging the lifespan of a garment. It's about utilizing what 
already exists to not exhaust existing resources. It's about focusing 
on the different ways of utilization rather than the ways of 
consumption. 

Now efficiency of sustainability management varies across various 
aspects of the value chain, across design, development, raw material, 
processing, manufacturing, transportation, retail, consumer usage 
and end of use. What remains least efficient today is consumer usage 

and end of use. (BCG, Boston Consulting Group, 2017) How can we 

work towards improving this in India specifically. 

In India second-hand consumption, repair and recycling garments 
have certain fixed perceptions. Where the concepts of reuse, second-
hand and vintage are, gaining popularity in India, for the vast majority, 
it still is not really an option. The lack of appeal lies in the fact that 
second-hand, extended use and vintage are concepts connected in 
our minds to frugality and consequent poverty; a term that has a 
heavy significance in all our minds because some of us have 
experienced it first-hand and the rest of us have seen it around us. In 
our attempt to battle this idea of thriftiness we vehemently consume 
and profoundly enjoy all the joys of a developing and growing 
economy. Similarly, repairing and working with a needle and thread in 
today's fast fashion economy is not very popular. The reason being 
that most middleclass Indians couldn't be bothered to spend time on 
extending the life of a mango t-shirt when they could buy a new one on 
the next sale. Also repairing was a practice that was more prevalent in 
a time of limited financial resources and garments that were valued 
more for the work put into them. What consumers fail to realize is that 
resources are still limited, just those of a different kind; and we are 
eating into them. To add to this, is the fact that more than half the 
country's population, i.e. more than 600m are below the age of 25; at 
an age where you have an insatiable desire for experiencing and 
expressing yourself through all you do. Where fast consumerism, 
with brands such as Ikea, Muji, Uniqlo and Zara is reaching its peak in 
the west and there is an increasing awareness in terms of the harm 
done by these companies, in India they are about 3-6 years old and 
still have a 'novelty' factor attached to them that creates added 
excitement; they find it easier to vie consumers into their stores and 
into consuming their products. Thus 'Consuming less' needs to be 
explained better and made more appealing. This concept of non-
possessiveness already exists; in yogic philosophy students are 
taught the concept of a yama, universal codes for ethical behavior 
and of the five yamas the fifth is aparigraha the virtue of non-
possessiveness, non-grasping or non-greediness. It just needs to be 
reiterated.

We need to rediscover this and find solutions towards prolonging the 
lifespan and usage of a garment. This needs a facilitation and 
connection across consumers, brands and skilled artisans; so 
relevant information and appropriate product can be shared across 
physical and digital platforms.  

Reuse
'The customers' appetite for variety, affordability and sustainability 
continues to grow, but their desire to own fashion items is declining, 
and they are instead seeking new ways to access products. Because 
younger customers crave novelty – while luxury sellers sporadically 

raise retail prices – …' (Business of Fashion & Mc Kinsey, 2019)

Reusing clothes is about reutilizing existing pieces through 
reinterpretation and reinvention, within one's wardrobe or within a 
community. And although the rental model is gaining momentum and 
growing, for the purpose of this paper we will only be addressing the 
resale and second-hand market.

Globally, amongst the many examples of peer to peer selling 
platforms are Depop, Vestiarie Collective, Poshmark, Therealreal, 
Thredup, Rebag, Stockx, and many others. Most marketplaces are 
peer to peer, but unlike an Ebay they are curated. For instance, rebag, 
and stockx specialize in specific product categories. Often these 
marketplaces also authenticate goods on their sites, example 
vestiarie collective and therealreal that guarantee the authenticity of 
brand and quality of product. 

These marketplaces are making billions from the resale of fashion 
brands that stand idly and loose new customers. Therefore, a new 
platform Yerdle is now gaining popularity. It enables brands to 
compete within these marketplaces and own their own second-hand 
sales. Already working with brands like Patagonia and Eileen Fisher, 
they are growing fast. It took their resale brand, Worn Wear, only one 
year to become bigger than Ebay's second-hand Patagonia business. 
Brands appreciate it because it deepens consumer engagement, 
increases profit while keeping them circular.

Another thing some brands are doing is creating second-hand 
subscription models. Brands like Vigga and Mudd Jeans create 
subscriptions annually that enable to use a product for a certain fixed 
sum and then return it when done. Vigga works with kids wear which 
is extremely crucial as the product usage in this category is minimal 
by nature, on the other hand Mudd works with a category whose 
shorter lifespan is less need based but based on changing trends.

India does have marketplaces for reselling preloved items. Everything 
from luxepolis that resells Louis Vuitton to Rolex watches online for a 
discounted price, to other sites that sell second-hand Mango and 
Zara merchandise. There are also those that work with traditional 
Indian garments; for instance, confidential couture is another among 
many second-hand resale websites working in the country. In 
addition to this many websites, Facebook groups and WhatsApp 
chats have given into the idea of selling second-hand products at 
every level of the market. 

However, what is still surprisingly missing, is a resale or second-hand 
model that specializes on preloved heritage pieces that are 
authenticated. Vintage crafts and textiles have been sourced for 
resale for many years, what would be nice to see these accessible to 
the Indian and international consumer through an authenticated and 
focused platform that gives you the chance to purchase antique and 
vintage textiles. Some of the looms that created these fabrics don't 
exist anymore and some weaves and motifs are endangered; it would 
be a way of not just increasing awareness but giving new lease of life 
to these crafts that need visibility to survive. With a heritage such as 
India's, it would be imperative to find appropriate ways of renewing 
interest in these arts. There also definitely exists an audience for this 
product locally as well as internationally that understands and 
appreciates it. The know how in terms of textile expertise, 
technological infrastructure and product are, readily available. 
Solutions need to be created with end consumers in mind, and not by 
following trends. 

Repair
India has many crafts based on recycling and repairing discarded 
items, giving them a new life. Kantha embroidery for instance is an 
example which was used to recycle old saris and fabrics into new 
jackets or blankets. Kate Fletcher in her work realized that to be able 
to truly realize the potential of a garment, it is important to live it, to let 
is evolve with your needs and finally for you to evolve with it. This 
travel in time requires maintenance, conversations and interactions. 

Arch College of Design & Business, Jaipur 123



Kate Fletcher introduced this simple but powerful concept with a 
project called Haberdashemergency to the consumer by introducing 
a mending booth within a launderette where while waiting for clothes 

to be washed, they could mend clothes into a longer life. (Fletcher, 

2019)

The bulk of the Indian consumer today is below 25 years of age and 
needs to be firstly educated on these sustainable principles, but also 
needs tools that enable him to prolong garment life.

Globally there is the Maker movement that has gained popularity, 
spaces that appreciate and help people share the joy of making and 
creating. Human beings were born to be able to create and make, 
which gives an immense amount of satisfaction to anyone who does. 
The popularity of the Maker movement has many different 
implications; on retail becoming more experiential, on better 
connecting the maker to the consumer, on education which will be 
focused on practice-based rather than theoretical. But more 
importantly it means more jobs in the fragmented more 
disadvantaged areas of society. It also means more localized and 
specialized production that will help reshape community to give the 
people possibility to share, learn and foster physical connections.

India has never had a shortage of people knowing how to work with 
their hands, creating Maker spaces where skilled workers such as 
cobblers and tailors can interact with consumers across ages would 
give the chance for experimentation, learning and a cross-disciplinary 
enrichment their technique.  It would be beyond product and about 
creating experiences and communities that people want to be a part 
of. Not just this but creating spaces where there is a contamination 
across knowledge. Sustainability is a part of our history, crafts like 
kantha, patternmaking techniques to prolong the life of a garment, or 
exploring zero waste techniques like the kanchali within these maker 
spaces would be immensely valuable to then help them evolve into a 
more contemporary language. It is about bringing these makers, 
these people to the forefront and giving them the chance to describe 
their crafts, meet people and develop not just others but themselves 
in order to bring community together, give people the opportunity to 
learn, share and foster physical connections. Thus, people have 
healthy happy and meaningful lives, find their passions, and young 
children grow skills earlier rather than later.

Recycle
Today globally, less than 15% of clothes are collected for recycling, 
and less than 1% of the material used to produce clothing is recycled 
into new clothing. Every second, a whole garbage truck full of textiles 
is thrown out. While the demand for clothing is projected to increase 
at 2% per year, the number of times clothes are actually worn has 

dropped by a third compared to the early 2000s. (Boston Consulting 

Group, 2018)

The problem is that fashion has been built on the definition of a linear 
model, not a circular one, with 73% of the world's clothing eventually 
ending in landfills. Although an increasing number of global 
companies are exploring circularity, progress is slow because of 
regulatory, logistical, technical collection and recycling. There is some 
indication of companies increasing interest in circularity in the 
industry, for example, post-consumer textile recycling has seen 
increasing investments and promising developments, with the 
potential to enable textile recycling at scale. Yet many designers still 
lack the tools to design for a circular fashion system. While some of 
these results are encouraging, most textiles still end up in landfill, and 
further industry collaboration is needed to turn the tide.

Now there are companies in India and outside that work with 
recycling. Outside the country there are brands such as Reformation 
that work with dead stock fabric to create clothing. An Indian version 
of the same is Doodlage that uses waste from export houses to 
create new clothes for consumers, however these companies are 

only addressing a secondary problem. They deal only with a by-
product of mass manufacturing, and not with the primary problem of 
reusing what already exists.  

Going circular pays! The circular economy has been valued as a 
trillion-dollar opportunity. Replacing linear supply chains with circular 
resource models not only negates the need to introduce new 
materials into the manufacturing process, but also the volatility in 
pricing that often affects raw materials.

Some brands such as Re/Done and Ksenia Schnaider recycle used 
denim to create new pieces that are reinvented styles. This means 
sourcing old vintage Levis from various markets and sources, 
checking them for quality and reinventing them into something more 
for a contemporary appetite. When it comes to traditional clothing, 
the beauty of an Indian sari is that it is a flat piece of cloth and doesn't 
need to be opened at the seams, it is just easier to be recycled. The 'I 
was a Sari project' in India run by Stefano Funari and Gucci 
Equilibrium, uses precisely this as a basis for a concept. It's just that 
neither Doodlage nor 'I was a Sari' allow for individualization or 
customization of unique pieces. 
What could then be valuable is a platform with a wider network of 
consumers, craftsmen and tailors. An audience who could then 
source possibly vintage textiles online and have them re-patterned to 
their liking by the tailor of choice, all online to make the process more 
viable, convenient and enjoyable. It would be nice to give these 
workers an online platform where they could reuse and reinterpret old 
fabrics based on demand from the final consumers, or repair older 
garments with the needed skill so people could reutilize these and 
relive their beauty while giving back to society. 

THE MAKER & CONSUMER
William Morris, in some ways was one of the first who worried that the 
industrial revolution would steal the maker/creator of his dignity and 
identity. He did believe that beautiful things must be accessible to all 
who wanted them; however simultaneously he found it hard to 
support the industrial revolution which he realized would make things 
accessible and cheap but would be simultaneously detrimental for 
artisanship and above all society's moral compass.

India has a profound and emotional relationship with crafts that 
represent the country's identity and heritage. 

In a country where the craft sector is second only to agriculture in 

providing employment (Prasad, 2018), and accounts for 2% of the 

global handicraft business, there is definitely scope for growth. 

However, although despite this deep connection and affection the 
relationship with the makers and craftsmen has gradually become 
distanced. Increasingly they are relegated to a place at the bottom of 
the ladder where their roles are more reactive rather than proactive. 
They are rarely given the opportunity to interact with consumers at a 
deeper level. This distancing of the creator and maker happened 
mainly due to a hierarchal structure created in order to organize 
manufacturing and supply in a timely, organized and efficient way. We 
created networks, organizations and frameworks that helped in 
anticipating the quantity and quality of demand for masses, however 
this was done without enabling them at grass roots level. With the 
introduction of wholesalers, designers, marketers and retailers, this 
distancing got even wider over time. Thus, creating a pyramid that in 
its attempt to 'enable' them, probably disabled and distanced them. 
This distancing prevented their comprehension of the market and its 
qualitative and quantitative demands. They prevent the evolution of 
art and craft and isolate him from the outer world where awareness 
on pricing, market, consumer and trends would enable him to earn 
and simultaneously learn much more. This brings us to the issue that 
if design must evolve with the needs of the current day consumer, and 
by these standards the objects themselves, then there is a need for a 
direct interaction with the makers.  
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Direct to consumer
Today, internationally direct-to-consumer business models are 
enabling smaller realities, brands and companies to not only survive 
but also thrive in a global marketplace. Online marketplaces and 
digital communication channels have given them the ability to reach a 
global audience and gain visibility by communicating and dialoguing 
online with their end consumers. Increasingly direct to consumer 
models are challenging the roles of traditional retailers and 
wholesalers.

Companies like Jaypore and Okhai in India do give crafts visibility 
online but act as retailers and middlemen creating barriers between 
craftspeople and their consumers. They buy outright from craftsmen 
and sell merchandise under their brand and umbrella globally. 
Craftsmen appreciate the minimal risk as there is a guarantee for 
payment even if the sale isn't. However, this comes at the price of a 
large margin. The only one organization that enables direct 
interaction is probably Dastkar, a private not-for-profit NGO 
established in 1981 who are connecting the craftspeople to end 
consumers. They create these connections with the help of trade fairs 
across the country: they simultaneously support them with design 
knowledge and tools to perform better during these fairs and uplift 
their knowledge on crafts. They assist craftspeople through support 
service activities such as capacity building workshops, skills training, 
collaborative design innovation and product development; helping 
them transform traditional skills into products that have 
contemporary appeal, thereby providing craft communities with a 
source of permanent employment and sustained earning. However 
even though Dastkar has grown over the past years, it remains a 
largely physical initiative that could easily have much greater reach 
and relevance in this day of the internet and online e commerce. 

Transparency & authenticity
Internationally, there are a multitude of online platforms that work in 
connecting makers to brands and brands to consumers in B2B and 
B2C spaces. Take for instance an Italian startup called 'Italian artisan' 
which is a B2b platform connecting Italian producers to international 
brands that would like to find specialized production within the 
country. In India a similar structure exists called 'supplycompass'. But 
both sites work for medium to large scale manufacturers and not 
craftsmen. Then we have Etsy, the global platform for handmade 
things, however this is not an authenticated site which means any 
housewife with the capacity of knitting children's scarves could sell on 
here. This means that due to the wide nature of handmade on the 
platform, there is a dilution in the quality of work that is available. This 
results in a lack of focus and diminishes the value of the craft. It 
prevents the craftsman attributing the craft with heritage, 
authenticity, timelessness, and associated value. What is needed on a 
platform such as this is an authentication of the crafts and craftsmen 
and a filtering on the quality of the artisan and his work. Platforms 
such as Vestiarie Collective and Stockx that operate in a completely 
different space have for instance found success only due to their 
work in authentication.

In a world where the movement 'who made my clothes' by fashion 
revolution is gaining momentum, where consumers are looking for 
purpose beyond profit in brands and where transparency in pricing 
and the supply chain is paramount,  we need to find solutions where 
the spotlight is given to those who deserve it the most; the makers. 
Millennial consumers are increasingly distrustful and demand 
authentication and transparency as a prerequisite. 

Some 42 percent of millennials say they want to know what goes into 
products and how they are made before they buy, compared with 37 

percent of Gen Z. (Business of Fashion & Mc Kinsey, 2019)

We need to create platforms that educate the consumer and give 
them an insight into the process and purpose of making these goods. 
We need to create a transparency in processes and supply chain that 
sustain the makers better, for instance brands like Everlane that 
through transparency in its pricing, sourcing and manufacturing 

builds trust with the end consumer better. Because without trust 
consumers are impossible to win over. 

Customize and experience
'The on-demand and access economies are now assumed for 
millions around the world. So, what next for affluent consumers, 
always seeking to distinguish themselves from the masses? These 
consumers will push their on-demand mindset to new highs, and into 

entirely new domains of consumerism.' (covetfoundation, 2018) 

In the current fashion-clothing scenario, increasingly the demand for 
individualization and personalization has increased. In a world where 
everything is available at the click on your phone, the need to have 
items that are personal, unique and reflect one's identity are in 
demand. A contemporary example that I can think of relevant to my 
point is theshoesurgeon. Founded by Dominic Ciambrone, Surgeon 
Studios is a Los Angeles-based collective of creatives, built to inspire 
creativity, further the industry and push the unique and timeless craft 
of custom shoe making and design. They offer a wide array of 
custom-tailored solutions, from design, development to branded 
experiences connected to creating their customized shoes. Branded 
experiences imply workshops which help the consumer to learn how 
to customize their own shoes. Now, Dastakar advertises workshops 
but does not do this well enough locally and is not international. 
Companies like andcraftedexperiences let you travel and experience 
crafts while on a holiday and there are many others that are similar 
that do crafts tourism. But most often these are unidimensional 
activities that bring the consumer to the craft but not the craftsman to 
the consumer.

Conclusion
“Luxury is shifting to something that is not simply focused on 
consumption, and this has implications for future craft — exciting 

implications, I think.” (Banks, 2015) 

Recently three of my students from the Fashion Management 
Masters in Domus Academy worked on an innovative business plan 
to connect specialized crafts people with authenticated techniques, 
production and crafts to ultra-high net individuals through a global 
platform. The project called 'InsideCrafts' aimed at connecting the 
two without an intermediary. The mission was to give the craftsman 
visibility and the ability to showcase himself and his work to a wide 
audience. For instance, to connect the specialized Napolitano 
umbrella maker (whose craft was dying) to the Millionaire in Moscow. 
Simultaneously it was created with the idea of giving people with the 
buying capacity the possibility of viewing the crafts that could be 
purchased, personalized and customized based on their tastes and 
needs; something that is impossible to achieve in a meaningful way 
within industrialized production. The platform over and above 
everything else gave crafts and makers an opportunity to elevate their 
offering and interact with the consumer to eventually evolve to 
consumer specific needs; in the process growing themselves. A 
digital platform of this kind would help crafts people evolve from 
craftsman to artisan to entrepreneur. It also elevated the craft to a 
much higher level, where the crafts process, purpose and provenance 
were on display. 

Bridging the gap will not only result in empowering the craftsman, 
lending transparency and authenticity to the craft but also reduce 
wastage and increase the associated value to the craft product and 
process.

MINIMIZING PRODUCTION SURPLUS
'The degree of slowness is directly proportional to the intensity of 
memory; the degree of speed is directly proportional to the intensity 

of forgetting.' (Kundera, 1997)

It is then also clear that there is a distinct connection between 
slowness and memory, that when we want to remember something, 
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we tend to slow down, cherish and hold the moment, when things are 
immaterial, we do tend to move faster. And in fashion it is precisely 
this speed that diminishes any hope of remembrance, which 
consequently disables the possibility of an emotional connection in 
this speed. The stronger emotional bonds that we have with things, 
are with those that have stood the test of time, or those that we have 
made stand the test of time.

Today we have Tata starting a new fast fashion chain, in India. With 
Fast fashion companies, wastage tends to be high, not just due to the 
used garments that end up in landfills but due to the surplus produced 
and not always consumed and utilized. Executives surveyed for the 
2016 and 2017 State of Fashion reports identified “value chain 
improvement and digitization” as two of their top challenges. 

Fashion is creative and emotive. It is essential to combine the precise 
science of processes with art of fashion to be able to satisfy the 
quality and quantity of demand from consumers. This was identified 
as the main challenge for a company when it came to the go to market 
process; the lack of demand planning, forecasting for retail and 

wholesale channels. (Achim Berg, 2018)

Before the advent of industrialization, there was no need to anticipate 
demand as products were individually made basis requests. What 
possibly needs to be explored is how this model can be scaled up for a 
larger group of consumers without surplus production?

Made to measure models in India and Globally have used a system 
that does precisely this. It is an industry that has grown tremendously 
in the past decade all over the world, in part for the consumer's need 
for individuality, but also for the desire of experience while 
consuming. Through online platforms, they enable interaction with 
the consumer to order made to measure garments that include 
aspects of personalization and customization. The prime example in 
India is 'tailorman' that was started in 2013 by Vidya Natraj, that 
features in Forbes as well. Her company focuses on providing tailor 
made solutions to the wider male population in India that are 
accustomed to the idea of made-to-fit as a part of their heritage. It 
aims at providing a unique solution to men in need of custom-made 
and custom-fit clothing. However, at no stage does it aim to 
consciously address the issues connected to minimize production 
surplus and wastage with a sustainable aim. Also offering ready to 
wear it aims at competing with other brands like Saville Row and other 
brands local like Raymond and global such as Armani and Ralph 
Lauren within the space. However apart from digitizing their services 
and creating a more seamless consumer experience, the basic 
business model remains unchanged from those in the mainstream 
global scenario. With nine stores in the country creating physical 
touch points, they don't touch upon the idea of made-to-measure or 
supplying basis demand as a concept in tune with waste 
minimization or garment longevity. The fact that their prices are 
competitive also hinder the idea of garment value and longevity. And it 
is not just Tailorman, websites such as house of blouse and do 
precisely this, made-to-measure services on a larger scale.

So, we do have models that work on optimizing supply basis demand, 
but there is one company that's doing this in a much more interesting 
way; and combining mass manufacturing with the ability to anticipate 
demand.

The company is Atacac from Sweden and aims to redo the way 
garments are designed, presented, sold and above all produced. With 
the help of an alternative model for designing garments they attempt 
at meeting demand with supply in an innovative new way. They 
digitally design 3-dimensional garments, something that is very 
common in other design fields such as architecture and industrial 
design but is still uncommon in fashion. These 3D visualizations help 
in the presentation of the garment online on their website. It is used to 
replace physical prototypes and product images in stores for 
communication online as well as through traditional media. Based on 

this ability to digitally visualize garments in a hyper realistic way, they 
can sell garments before they are produced. This enables them to use 
an algorithm that is very similar to the one used on flight tickets with a 
dynamic pricing.  The earlier you buy the item, the lower the price is. 
This means when a design is launched on the website, the price is at 
the lowest. As they start production, the prices gradually increase. At 
the end of the season when other brands sell merchandise on 
discount, their prices are the highest. This enables them to reduce 
surplus and minimize waste and costs of unsold stock. But beyond 
this, it stops consumers from buying product with discounts and 
price as the main factor. Beyond being economically more viable, they 
create a business model that simplifies the process of anticipating 
demand. Similar business models and pricing principles can easily be 
employed by other brands. With (for complex pieces) or without 
(simpler ones) the digital visualization, products can be sold before 
manufacturing starts. It would deter mass consumption and 
hoarding to a very large extent. 

CONCLUSION
This paper in order to achieve market specific sustainable solutions 
for India explores the relationship between primarily three players: the 
maker, the raw material and the consumer. It is evident that to 
overcome the significant roadblocks lying ahead, a strong ecosystem 
of collaboration is required amongst the three to eventually drive 
impact. This has been illustrated by identifying best practices and 
inspiring innovative solutions. Given the nature of the fashion 
industry, moving forward, coordinated action is crucial to overcoming 
the challenges. It is through these interactions between various 
players, in physical spaces and online platforms, that we can finally 
attempt to find solutions to minimal wastage and optimal utilization 
of existing resources. 

India has an immense responsibility towards leading the cause of 
sustainability, first because it is one of the largest consumers and 
producers, but beyond this because it has the ability and power to do 
so. India has the heritage, skilled Labor, technological know-how to 
create sustainable solutions. However, to make them relevant and 
last in the long term, it is imperative that these solutions are engaging 
and appealing to the end consumer. As Kurt Lewin the pioneer of 
organizational psychology observed, 'the best way to create positive 
change is not to incentivize, but to create systems where people can 
behave better effortlessly.' And for people to behave effortlessly, 
solutions need to be tailored to their needs. 

Circularity is not easy to accomplish but is possible. However, to 
make it last in the long run, it is essential to understand the consumer 
mindset, the reasons why, and how the past shaped us, to be able to 
build a resilient future. 
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Luxury now: the problem statement
The massification strategies adopted by many luxury brands, with 
globalised supply chains and product lines that reflect fleeting 
seasonal trends rather than enduring luxury values, have contributed 
to a problematic global fashion industry that privileges profit over 
people and planet. Issues such as environmental pollution, over-
production and mass-consumption, waste, exploitation and human 
rights abuses in the supply chain are ongoing subjects of concern and 
remain critical to any discourse about the future of luxury fashion. 
Increased public awareness of the social and environmental damage 
caused by the fashion industry has prompted some luxury brands to 
develop more responsible business models. The circular economy 
and sustainable growth are being portrayed as panaceas, although

It seems clear, however, that without limits to growth it is likely that 
our longed-for closed circular economy will instead manifest as an 
ever-expanding spiral economy (McQuillan, 2019:25).

Sustainable growth is an oxymoron at a point when the finite nature of 
the earth's resources and the frightening impact of climate change 
have become undeniable. Business models focused on growth seem 
not only old fashioned but reckless in this anthropocene era: fashion 
cannot continue to fiddle while the planet burns.

However, challenges and limitations can become a catalyst for 
reflection and innovation; we must reassess our values, how we live 
on the planet and the ways that we design, produce and consume 
fashion and imagine radical change. Luxury is an ideal arena in which 
to test out new, sustainable and holistic design methodologies: its 
high price point can accommodate research and development costs 
for materials, techniques and new forms; it is aspirational and highly 
influential – where luxury leads others tend to follow; and the 
traditional values of luxury are actually compatible with sustainability: 
true luxury places emphasis on quality over quantity and celebrates 
the slow values of artisanal production married to innovation in 
design and technique. Timelessness, durability, heritage, rarity, 
craftsmanship, art and style are recognized as key facets of the luxury 
product and more recently sustainability has been explicitly 
integrated (Kapferer and Bastien, 2012; Hennigs et al, 2013; 
Maisonrouge, 2013). However, the paradigm of 'luxury fashion' needs 
to further evolve in response to our increasingly urgent social and 
environmental imperatives (Scott, 2019). 

Wellbeing as luxury
In busy lives, with physical and mental space at a premium and with 
mounting levels of stress, anxiety and depression in western 
societies, consumers are searching for more opportunities to foster 
wellbeing in their lives and in the lives of others (Global Wellness 
Economy Monitor, 2018).

….the credibility of luxury products and services will be derived from 
their ability to generate wellbeing, not only to consumers, but also for 
those involved in (or affected by) their production, use, reuse and 
disposal. (Bendell and Kleanthous 2007:2).

Amongst the measures of wellbeing are 'feeling good' and 
'functioning well', which embrace psychological as well as physical 
health (Department of Health and Social Care, 2014:6; Center for 
Disease Control and Prevention, 2019). Spending time amongst 

nature is a luxury that few of us living busy urban lives have time for, 
but research shows that its potential benefits to health and wellbeing 
are significant, having a restorative effect on people suffering from a 
range of mental health disorders including stress and anxiety (Kellert 
et al, 2008; Bell and Ward Thompson, 2014). Just touching the leaves 
and bark of trees leads to a decrease in blood pressure and improves 
calm; chemicals released into the air by trees – phytoncides – boost 
human immune systems and our ability to manage stress (Hansen et 
al, 2017, Putra et al, 2018). Can luxury fashion support wellbeing by 
reconnecting us to nature? 

While designers for the built environment acknowledge our human 
affiliation with nature through the use of certain materials and forms 
(Kellert and Calabrese, 2015; Coutts and Hahn, 2015; Bell and Ward 
Thompson, 2014), this has been little explored in fashion design. 
Through the use of timber products and surfaces - which have 
essential visual, haptic, aromatic and other intangible qualities - the 
proven links between time spent in forests and human wellbeing are 
addressed (Bell and Ward Thompson, 2014; Grinde and Patel, 2009; 
Dodge et al, 2012). Therefore this cross-disciplinary, practice-led 
research draws upon conceptual frameworks more commonly 
associated with health, architecture and engineering - such as Indian 
ayurvastra, biodesign, biophilia and biomechanics – to interrogate 
the very nature of contemporary luxury. 

Research questions and values
This research asks questions about the meaning and the value of the 
hand made and the natural in this post-digital, anthropocene era and 
offers proposals for an alternative to conventional luxury fashion. It 
presents the ongoing work of some members of the Barkcloth 

1Research Network : a group of academics, practitioners and 
environmental activists. By 'thinking through making' (Ingold, 2013) 
materials, techniques, propositional garments and human networks 
we explore the relationship between creative practice as a dynamic 
and expansive process of connecting diverse concepts and people. 
As a catalyst for our enquiry, the project examines the potential of an 
endangered, historic, cultural textile - Ugandan barkcloth, made from 
the bark of the mutuba tree (ficus natalensis) – to reconnect us with 
the forest, with distant communities, with local narratives and with 
ancient wisdom, using sustainable techniques and processes to 
reinterpret and expound true luxury today. 

1. The Barkcloth Research Network members currently comprise 
Dr Kirsten Scott, Karen Spurgin and Mevin Murden from Istituto 
Marangoni London; Dr Praburaj Venkatraman, Dr Chris Liauw and Dr 
Jonathan Butler from Manchester Metropolitan University; Lesli 
Robertson – US textile artist, consultant and Fulbright Specialist; 
Ugandan artist and environmental activist Fred Mutebi.

In order to work with the cultural property of others in the most 
sensitive and respectful way, we use a model called 'borrowed cloth' 
(Scott, 2019) through which to use our resources to uncover new 
knowledge and techniques that resolve barkcloth's practical and 
aesthetic challenges – acknowledging that the cloth is not ours' but 
'borrowed' in consultation with those that own it. All findings will be 
returned to its community as 'interest', with a raised awareness and a 
renewed status that we hope will sustainably increase demand, to 
preserve the future of this endangered, cultural textile and to improve 
the livelihood of its skilled artisans.

REINTERPRETING LUXURY: NEW PERSPECTIVES ON A CULTURAL CLOTH

DR KIRSTEN SCOTT
Programme Leader for Postgraduate Fashion & Design
Istituto Marangoni (London School)
k.scott@istitutomarangoni.com
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What is barkcloth?
Ugandan barkcloth is designated a masterpiece of the Intangible 
Cultural Heritage of Humanity by UNESCO (2008). Barkcloth is a non-
woven, fibrous textile that has been produced by the Baganda of 
southwestern Uganda since at least the thirteenth century (Rwawiire 
and Tomkova, 2013). Barkcloth is deeply tied to Baganda identity and 
tradition, as a signifier of status, culture and beliefs; originally it was 
worn only by the royal family and important chiefs (Nakazibwe, 2005).

While barkcloth clothing is still worn for ceremonial occasions by the 
Kabaka of Buganda and by patriotic Bagandans for special events, it 
has had multiple other practical uses: including in interiors, as wall 
coverings, storage, bedding, mats, partitions and as a wrapping for 
bodies. It is still used in religious rituals relating to death and a curtain 
of barkcloth both symbolically and physically separates the living 
from the dead in the royal tombs. Therefore barkcloth has become 
increasingly associated with death and burial, with up to fifty cloths 
being wrapped around people of higher social status to ensure that 

2they travel with dignity to the next world (Nakazibwe 2005) . Thus, 
barkcloth is tied to the collective identity of the Baganda, as an 
important element of their material culture.

2. The associations of barkcloth with burial and death are a 
deterrent to wearing it for some Ugandans. It has additional 
associations with witchcraft that may deter local faith communities, 
although some young Ugandan artists and designers are now using it 
in their work.

For centuries, barkcloth was an item of local and regional economic 
importance, being traded across central and east Africa. However the 
introduction of woven textiles by Swahili-Arab traders, in the mid 
1800s and later by the British, undermined barkcloth's market and 
ultimately its production (Nakazibwe, 2005; Trowell and Waschmann, 
1953). Successive political and economic issues have impacted on 
the viability of barkcloth production - which was even prohibited in the 
1970s and 1980s (Rwawiire and Tomkova ,2014); as a result, the 
number of expert makers has diminished and the craft itself is at risk.

Barkcloth making
Barkcloth making is a highly skilled, gendered craft, passed down 
through generations of men and is entirely aligned with responsible 
stewardship of the land (Howard and Nabagongo 2005). Paul 
Bukenya Katamiira and Vincent Kajooga – from the Bukomansimbi 
Organic Tree Farmers (BOTFA) group that we are working with – are 
ninth generation bakomazi (barkcloth makers); they state that their 
families have been tending mutuba trees on their land for hundreds of 
years and that these have always kept the land fertile. Mutuba trees 
are increasingly part of an informal, sustainable agro-forestry system 
operating in Bukomansimbi district, as they provide shade for other 
food crops and nutrients for the soil. Local people understand what 
big corporations unfortunately do not, as damaging incentives are 
offered for indigenous trees to be cut down in some areas in order to 
plant environmentally degrading eucalyptus tree crops. This is a 
matter for urgent attention, as the ancient forests of Uganda are being 
depleted irrevocably for short-term gain.

Barkcloth or lubugo making begins with the careful harvesting of the 
bark by shaving off the trunk's outermost layer, before splitting the 
next layer down the length of the tree and gently peeling it off with a 
sharpened banana tree stalk. This activity is normally performed 
during the rainy season, when the trees have more sap, the bark is 
suppler and the tree is less likely to be damaged by the process 
(Nakazibwe, 2005) and may be performed annually without 
damaging the tree. The naked, seeping trunk is wiped down and then 
wrapped in banana leaves for a few days to protect the tree as it 

3recovers .

3. Banana trees are frequently grown amongst mutuba trees to 
facilitate these processes.

The bark is then boiled in water for a few minutes to soften it, then 
pounded over a long, smooth, wooden block with a series of ridged, 
wooden mallets in a sheltered workshop for three to five hours or so. 
Through this process, the bark fibres felt, becomes finer, softer and 
more pliant, and the sheet grows in size significantly (Nakazibwe, 
2005). It is then spread out in the sun for the natural, rich red-brown 
colour to develop that is favoured in the region. Finishing includes 
darning any small tears in the cloth with raffia and patching any larger 
irregularities before a final beating.

Past to present: myth to contemporary meaning
This historic textile is able to fulfill many requirements of a slow, 
luxury manifesto, as it supports the stewardship of local resources, 
transparency in production and supply chain, and is a product with 
properties that promote lasting value (Clark 2008). The story of its 
production, its cultural meaning and its values is powerful and fits well 
with the importance of heritage and narrative in the luxury paradigm.

The borrowed cloth model means that the cloth was sourced directly 
from barkcloth makers in the Bukomansimbi district of southwestern 

4Uganda, visited in person with local intermediaries  who promote eco-
farming practices and a programme for planting new mutuba trees. 
The potential social, environmental and economic benefits to the 
region are clear; local people are proud of their work and keen to 
engage in more trade, but they need more customers to attract the 
younger generation to learn the craft before this knowledge is lost, 
and the ability to adapt to new markets. We aim for the new 
techniques we develop to be translatable to their local context.

4. Artist and environmentalist Fred Mutebi and his brother 
Stephen Kamya work tirelessly to promote sustainable agro-forestry 
that support local craft practices through a tree-planting scheme.

As a relatively unmediated natural, sustainable textile that may be 
naturally dyed, barkcloth conforms to cradle-to-cradle thinking well. 
While more research is needed to resolve and to perfect the finish and 
durability of barkcloth as a fashion textile, if designed with care, there 
is no reason why barkcloth garments could not be fully compostable - 
to provide biological nutrients when their function as clothing ends 
(Braungart and McDonaugh, 2009). 

Methodology
Our research methodology is dynamic and pragmatic; it includes a 
continuously expanding review of multi-disciplinary literature; 
fieldwork in Uganda; observation; interviews; and laboratory testing; 
but the significance of our exploratory, creative practice cannot be 
over-stated in propelling this project forward and outwards, as 
'thinking through making' and discussions with local actors have 
unlocked new ways of conceiving luxury that challenge the status 
quo. New potentialities continue to emerge that underline the 
importance of a fluid and responsive research and design 
methodology, of stepping outside of our own disciplinary territories 
and of collaborating with those from others.

Practice 
Through shape making informed by biomechanical considerations, 
we have been able to synergise the specific qualities of the cloth with 
body movement requirements (Gupta, 2011; Venkatraman and Scott, 
2018). This process has prompted reflections on contemporary 
definitions of beauty, the body and conformity - that have in turn fed 
back into the design process - as connections are made in the brain 
while the hand is engaged in pattern cutting and toiling: what happens 
if there is extra volume here, or there? What does it mean to our ideas 
of perfection? What beauty can be found in forms that must 
exaggerate humps and bumps to improve wear? Our slow, 
neocrafting techniques – including embroidery and appliqué - 
strengthen as well as decorate garments to promote lasting use and 
emotional attachment (Armstrong et al, 2016); in stitching there is a 
rhythm and a peace: it is a form of meditation that brings calm to the 
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soul and releases the mind to imagine new possibilities. Using a zero-
waste approach, all scrap materials are reintegrated into the project 
using biotechnology to create biopolymers for trimmings and 
finishes for garments and materials for accessories.  

Although the rich terracotta - natural to the barkcloth - is popular in 
Uganda, we feel that it carries connotations of handicraft to other 
audiences. It was therefore important to dye it to a colour that relates 
well to the luxury fashion market and natural dyes have been used for 
this. Drawing upon the ancient wisdom of ayurvastra, we have 
adapted some therapeutic, natural dyes to create finishes that are 
beautiful, lustrous and compostable, which promote human health 
and wellbeing and which improve the strength and water resistance 
of fabrics (Jyothirmi and Panda, 2016); The barkcloth used in the 
project currently is dyed in the UK by team member Karen Spurgin, 
from Istituto Marangoni, with indigo or a logwood coating to achieve a 
deep blue-black or a true glossy black respectively. We have also used 
vinegaroon to achieve a good, uniform, permanent black. On a recent 
field trip to Uganda in August 2019, an indigenous technique to dye 
barkcloth black by burying it in iron-rich mud was filmed and the 
bakomazi interviewed. This was an astonishingly benign process that 
showed remarkable use of local, natural resources throughout to 
achieve a perfect, permanent black, using the pulp of wild pumpkins 
as a detergent to cleanse the material afterwards.

Laboratory tests
Laboratory and wear tests by team member Dr Praburaj 
Venkatraman from Manchester Metropolitan University (MMU) have 
established the structure, strength, rigidity and hydrophilic properties 
of barkcloth, and have identified ways to strengthen it and improve its 
drape and flexibility for garment making through experimenting with 
a series of fusible interfacings. It appears that fusible interfacings can 
improve the drape significantly, but we need to source the most 
sustainable of these and explore other methods too. In order to apply 
pattern to barkcloth without the use of dye, optimum parameters for 
laser etching have been defined, with Dr Chris Liauw from MMU 
examining the chemical structure of barkcloth and measuring the 
impact of laser etching on this (Venkatraman et al, 2019). Dr 
Jonathan Butler from MMU has proven that barkcloth is naturally anti-
bacterial; more work will be done to test the durability of this property 
and what it might mean.

Interviews
Interviews with barkcloth makers and with Fred Mutebi who 
spearheads BOTFA were originally conducted in Bukomansimbi in 
2014, to understand the challenges they face in producing barkcloth. 
At this point, there were a number of young apprentices attached to 
each bakomazi and the future of the craft looked promising. A follow 
up interview session took place in August 2019, by which time the 
apprentices had fallen away to take up other work – such as 
motorbike taxi boda boda driving – that would give them a faster 
income. It seems that time for training others is limited too, as the 
bakomazi all have 'gardens' on which they grow all their food that 
must be tended. If they were able to pay someone else to tend their 
land they would have more time for training others, but a sustainable 
market is needed for the barkcloth.

Research Outcomes
The research outcomes so far include recommendations for the 
strengthening of barkcloth for contemporary apparel; an analysis of 
barkcloth's antibacterial properties; recommendations for the 
branding of barkcloth for its makers in Uganda; the adaptation of 
historic dyeing techniques for contemporary eco-couture contexts; 
the development of biopolymers and biocomposites integrating 
barkcloth; a series of initial propositional garments in barkcloth that 
demonstrate its aesthetic and material potential and which challenge 
the conventions of beauty, materiality, design and the body. Results to 
date show that barkcloth is a highly versatile, renewable textile that 
may successfully be used for sustainable fashion garments with 
certain treatments. It also suggests that there may be additional 

benefits to wearing barkcloth, including those to health and wellbeing 
that will be tested in the next phase of the research. Through these  
research activities, a holistic design methodology for contemporary 
luxury fashion has been formulated that is transferrable to other 
contexts and design disciplines (Scott, 2019). This methodology 
aims to promote the wellbeing of the bakomazi, their community and 
local environment, as well as those that make and wear the end 
garments, before the garments ultimately compost to become 
nutrients for the soil.

We strongly assert the future relevance of heritage craft knowledge, 
materials and techniques, through which to rediscover sustainable 
values and practices that have enduring relevance.  We have 
attempted to work in a pro-actively positive way – to preserve 
traditional craft skills and knowledge – embracing technology where 
appropriate as one of many tools in the hand of the maker.

CONCLUSION
This speculative, cross-institutional research project responds to our 
affiliation with nature holistically, by incorporating the health benefits 
of forest products in luxury fashion garments, while reaching across 
disciplinary and geographic boundaries to partner with a distant 
community of artisans; in doing so, it asks questions about the true, 
contemporary meaning of luxury. The project has adopted elements 
of biophilia, biomechanics, biotechnology, ayurvastra and uses slow, 
neocrafting techniques to devise a socially and environmentally 
sustainable fashion design methodology from conception, through 
systems, to product and end of life. In this rapidly evolving project, we 
have tested and used an endangered, non-woven fabric formed from 
the bark of the wild fig tree in Uganda, to create propositional fashion 
garments that reflect an alternative vision of luxury that promotes 
lasting value and emotional attachment through connection to 
people and to our planet. This research has particular relevance at 
this time as part of the critical discourse on design in general and 
fashion in particular, their impact on individuals and on the 
environment. It proposes a benign and truly holistic approach to 
creating fashion garments that promote the wellbeing of their 
wearers, of their makers and of the planet.

The historic, cultural craft of barkcloth making is only one of many 
that embody knowledge that points to a healthier and more 
sustainable future and which must be re-examined and reinterpreted 
for humanity as a matter of urgency. What began as a relatively 
straightforward, cross-disciplinary examination of a cultural cloth has 
evolved, leading us to reflect philosophically upon what is most 
precious and to propose new ways of conceiving luxury fashion for 
the post-digital, antropocene era. 

#Keywords: Cultural cloth, heritage, neocraft, luxury, barkcloth, 
holistic design
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ABSTRACT
Models have always staged more than just a garment from a 
collection. They rather represent an idea of femininity, they are always 
protagonist in fashion tales through time. The analysis of these 
images has been undertaken using a social-semiotics approach and 
indicates that top Models have come across as depicting and 
marking each era. 

Since the Twenties, indeed, these women staged the classical Beauty 
in different Gardens of Even, but peculiarity of the Nineties was the 
phenomenon of  Super Models : they were star-women who knew 
how to portray the desire, body shape, and essence, a quest for an 
aspirational model, which is beyond what exists in everyday life and 
beyond therefore everyday reality. 

This aspirational mood disappeared in the first years of New 
Millennium. Furthermore ith the rise of digital media – from circa 
2008/2009 – a new, twofold trend emerged in the way of representing 
women: on one side the real woman and, on the other one the 
dreamlike woman. On one hand, fashion images suggested women 
who claim the right of being authentic and want to appear simple and 
natural; models do not show their beauty off, neither when they could 
obviously boast it. Rather, they show their sensitivity, feelings, even 
their weaknesses. On the other hand, in images of women today they 
appear to be dreamlike, artificial and manipulated, fueling the fiction 
of a 'costume' worn for the mise-en-scène of a brand narration. In this 
category, we find more and more cyber-women who move in 
videogames between the real and the virtual world, as if in a huge 
Matrix. 

These two main narrative approaches indicate a significant change in 
terms of kind of fashion tales; in special way it means that the luxury 
message is something totally new and revolutionary.

#Keywords
Digital Era; Fashion Communication; Fashion Narrative; Top Model

Fashion photography: a system of codes
Alexander Liberman (1912-1999), Art Director at Vogue USA from 
1941 to 1994, stated that fashion photography is not just portraying a 
dress, it is much more: it is principally the photo of a woman. 

This interesting perspective means that a fashion photo is not only 
informing about clothes, rather it is a physical transposition of that 
specific dress on a peculiar kind of woman and therefore it becomes 
an event: fashion photography offers an imaginary world where you 
can live this clothes experience. Fashion images do not work as 
elementary representations, involving only the eyesight. Rather, they 
force the receiver to relate it with the reality; this simulation is the main 
goal of fashion images, that provoke an attitude typical of whom 
watches photos or videos: the interaction between the image itself 
and its viewer. Fashion photography is the representation of 
something, not only a presentation, since it doesn't show something 
that tends to ordinary. Rather, it tends to the extra-ordinary. Therefore, 
fashion photography intercepts a gaze: starting from credibility, it 
produces the kind of fiction that can engage the receiver, conditioning 
the interpretation.

This is the reason why - from the very beginning – expanding their 
language with signs and code was necessary for fashion images. In 
semiotics terms (Caprettini, 1980), indeed, a code represents a set of 
rules that are essential to create a message; a code presumes the 
existence of a system which allows to communicate. Codifying is the 
action of creating signification, through signs and symbols. At the 
same time, those signs must belong to a specific system: conferring 
sense to a sign is the result of a community culture's agreement. The 
nature of each sign is inevitably arbitrary: it depends on a cultural, 
historical, and social context and for this reason it is characterized by 
a social dimension. In conclusion, the relationship among signs 
determines the signs' value and thus the sense of that specific act of 
communication. However, different kinds of signs exist: starting from 
the signs' classification proposed by one of the semiotics' father, 
Charles S. Peirce (1839-1914), those signs that are strictly connected 
to the referent can be called index; signs that need interpretative rules 
can be called icon. Roland Barthes (1915-1980) was the first 
semiologist who studied photography as a language (La chamber 
claire. Note sur la photographie, 1980): according to him, it is the 
expression of the index code because of its anagogical nature: 

 (…) what I see (in a picture, author's note), it has been there, in that 
place between eternity and subject (Barthes, 1980, p.78, translated by 
author)

This analysis is probably referred to those images where what is 
shown is what the photographer sees; instead what appears in 
fashion photos is the story that the photographer wants to tell us, 
using codes that manipulate reality. In fashion images, each piece 
that composes those dreamy worlds' puzzles can be considered as a 
sign, consciously used to communicate. Indeed, the fashion product 
needs to communicate itself, and photography can do it in a 
significant way, generating icons. This process can be defined as de-
acting, where clothes lose their functional role to explore a purer 
aesthetic dimension. In support of this approach, the fashion world is 
not built only on garments, but it goes beyond: fashion creates 
meanings thanks to the garments worn or to those garments which 
express an attitude-garments, that can be described as a personality. 
Each designer while creating a collection thinks about a model of man 
and a model of woman (or a model of an individual, without a gender); 
it means kinds of real people that transform those clothes in 
something credible and alive. Photographic tools contribute to the 
translation of those ideas of clothing in a project of life, freely building 
up new identities.

Thus, when a young Mr. Condé Nast in 1909 bought a little magazine, 
Vogue, which had only sold 14.000 copies until that moment - even 
though he availed himself of illustrators in the beginning - he knew his 
project was going beyond: he didn't want to show only garments, 
rather he expected to transform Vogue in a reference point in terms of 
style and taste for American snobbish people. Edna Chase, the first 
Vogue's Editor-in-Chief, said:

 “Vogue doesn't want a great number of people as public. It wants to 
create trends about garments, style, attitude or other showed items; it 
wants to attract rich people, but with only one criterium: taste.” (from 
Marra, 2004, p. 60, translated by author)

F R O M  S U P E R  T O P  M O D E L  T O  C Y B E R  M O D E L  N A R R AT I V E 
TRANSFORMATIONS TOWARDS THE NEW DIGITAL ERA

SIMONETTA BUFFO
Istituto Marangoni
Milano- Italy
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Baron Adolf de Mayer was chosen as the first Vogue photographer in 
1913 to achieve this goal: creating a connoted language, exclusive for 
this fashion universe. Thus, he brought to the magazine not only his 
photographic skills but also his identity, his lifestyle, that was really 
appreciated in the upper class of New York of that time. Influenced by 
art trends, in his photos he fed new imaginaries, forgetting about the 
image: he wanted to create a - fashion - dream and therefore he was 
not interested in portraying clothes; that dream would have been 
simply realized by those photographic images. 

In these oneiric and magical pictures, women are ethereal figures, 
embellished with precious fabrics, silk, jewellery. In conclusion, they 
embodied an aristocratic and romantic kind of women. 

The photographer who came immediately after Baron de Mayer in 
Vogue, Edward Steichen (1879-1973), in 1923, had a completely 
different style: 

 “My contribution to fashion photography is this one: to translate it in 
something concrete and real.” (from Marra, 2004, p. 77, translated by 
author)

Through these words, he wanted to express how his photos worked 
on the image rather than the imaginary: he took care of each detail to 
create the right balance among colours, shapes, and models, 
portraying something recognizable. These images are geometrically 
structured to give an idea of perfection in a perfect world, consistently 
to the new artistic trends of Modernism of those years. 
Here, the new woman shows herself in a dynamic way: she is active, 
protagonist of her life, she does sports and works; hence, she 
represents a new idea of femininity. The model Marion Morehouse 
(1906-1969) worked close to him, and she was the first model who 
brought her personality and her style in fashion images: she was 
sophisticated and refined, endowed with a confident attitude; she 
married the poet Edward Estlin Cummings (1894-1962). With her, the 
concept of chic was born. In The Model as Muse: Embodying Fashion, 
Harold Koda (2009), the Curator of the New York's Metropolitan 
Museum of Art, writes about Morehouse:

Confident, emancipated, and unapologetically liberated, Morehouse's 
image was as fresh and exciting to the young sophisticates of the 
1920s as it was alarming to the old establishment. When Edward 
Steichen was hired at Vogue in 1923 to replace [Adolphe] de Meyer, 
his innovative modernist photographic style ripped through 
twentieth-century visual culture like a searing knife. Almost overnight, 
de Meyer's painterly pictorialist images were thrust into the past as 
Steichen introduced the twentieth century to the modern woman by 
way of unerring clarity and his favorite model – Marion Morehouse. 
(…) In her sensational early sittings for Vogue, Morehouse heralded 
the triumph of the cool, sleek modernist style that would prove 
enormously influential upon  A m e r i c a n  p h o t o g r a p h y, 
fashion, graphic design, and female archetypes alike (Harold Koda, 
2009, pag. 19-21). 

Thanks to these first two fashion photographers, fashion started to 
develop its language between image and imaginary, depicting 
different but luxurious worlds, crowned by different but always extra-
ordinary women: models of perfection for a perfect universe, 
undisputed protagonists of different kinds of narrations. These first 
important names in photography prove the main role of woman in 
interpreting fashion tales: they have always been primary codes in 
language of Fashion images.

From Top Model towards Super Top Model
In this essay, the analysis of fashion images through times leads to 
the conclusion that Top Models always appear as a symbol for their 
era, even if the narrative roles have been noticeably changing: it 
probably demonstrates that models have always interpreted a 
common feeling in some specific contexts. 

In the Thirties, many were the important fashion photographers who 

looked for the perfect balance among shapes as in a Mondrian 
painting, where women looked like pure goddesses, portrait of an 
absolute beauty: Hoyningen-Huen (1900-1968) and Horst P. Horst 
(1906-1999) were the most representative as for these kinds of 
fashion tales, inspired by the ancient-Greek idea of an idealistic world. 
In these images, therefore, women do not appear to be at the heart of 
the picture, as it was in those photos from the past, because they are 
part of this Eden, eliminating the referential dimension. It is important 
to notice that those years were arduous in western Countries: The 
Second World War was knocking at their door and the economic and 
financial crisis hit the society, which fled this gloomy context taking 
shelter in dreamy universes, as those proposed by the classical 
Hollywood cinema: Fred Astaire and Ginger Roger were two 
representative examples of this mood.

Moving to the next decades, the idea of femininity in the 40s and the 
50s clearly appears into the elegance and style of Dorian Leigh (1917-
2008) or Dovima (1927-1990), two Top Models of those years: both 
combined magnetic eyes, curling eyelashes, a peculiar intelligence, 
and an intoxicating sexuality, becoming the most photographed 
models of that time. They represented the post-Second World War's 
women: looking for their independence, in fashion images we find 
women who exhibit their beauty fearlessly, caring to show off a fine 
seduction. Each movement, each action, each look is a way to 
communicate a kind of woman that is aware of her social role and is 
proud of herself. Through the camera of Irving Penn or Richard 
Avedon, Top Models were celebrated in their perfection: in Penn's 
pictures, the woman turned out to be secondary compared to his 
undeniable research of formal values for the image itself, lending it a 
more and more abstract tone; on the contrary, in Avedon's pictures the 
woman always told a story, showing her feminine soul: seducing, 
intriguing, and involving with mysterious attitude, models become 
actresses revealing an independent and dynamic personality, that 
was quickly evolving into emancipation.

Those years were also famous for Hitchcock's women (1899-1980): 
he would not be the highly-commended film director of Hollywood we 
all know without a few very important pieces in his cinematic puzzle: 
his girls, from Grace Kelly and Ingrid Bergman, to Janet Leigh and 
Tippi Hedren. These beautiful women, who in his movies made 
efforts to bring their essence out, although always helped by a man, in 
real life became fashion icons thanks to their unmistakable style and 
their unique and perfect elegance, as it happened for the Fashion 
Models from the Fifties.

During the Sixties the women's liberation spirit went on, and the idea 
of femininity and its representation in fashion images were also 
influenced by the hippies' movements brought about by young people 
since 1968: a new wind of freedom fed the new fashion tales, quickly 
arriving to the Seventies. Twiggy Lawson (1949-) is one of the most 
famous models of that period: she was the first one who wore the 
mini-skirt, and she portrayed this feeling of change typical of the 
Sixties' boys and girls - young people who refused to grow up, who 
refused those traditions and those old style in garments coming from 
their parents; the miniskirt was not born with a sexual connotation, 
rather it was a symbol of emancipation by their parents' rules. Twiggy 
was an icon for those young people, because of her childlike look and 
her ungraceful and unconventional poses. Together with Twiggy, 
Marisa Berenson, Penelope Tree, Jean Shrimpton, and Veruschka 
were always on Vogue's pages.

Concerning Veruschka, in 1966 the Italian director Michelangelo 
Antonioni (1912-2007) realized the movie Blow up, inspired by the 
fashion photographer David Bailey (1938) and starring Veruschka 
(1939). A frame about Bailey's shooting with Veruschka is present in 
this movie: this frame perfectly translates his idea of the shooting as a 
love session. Veruschka herself portrayed the other side of femininity 
of the Sixties: eclectic and expressive, able to play different roles. She 
was the icon of a free, independent, and self-confident woman. She 
became the world's highest paid model of that time.
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Besides, in 1972 a Swedish woman named Lena Söderberg accepted 
a modelling job from the photographer Dwight Hooker. Söderberg 
was 21, new to the United States, and broke. In the photoshoot's most 
famous picture, a hat-wearing Söderberg stands nude before a full-
length mirror, gently holding a feather boa and looking over her 
shoulders. The name of Hooker's employer, Playboy, in that moment 
was not that famous, but then everything changed, and not only for 
the Playboy magazine. Indeed, those years are known as the sexual 
revolution era; in Arts, the new expression of the Body Art arouse: the 
body became an artistic object, a symbolic place where it was 
possible to free the unconsciousness without a trace of shyness or 
modesty. 
The narrative dimension commanded the fashion photos of the 
Eighties: top models participated in this game of seduction, 
supporting that peculiar voyeuristic force of photographers like Guy 
Bourdin (1928-1991) and Helmut Newton (1920-2004). This Top 
Models phenomenon appeared clearer than in the past: Marra (2004) 
clarifies the passage from a dressed body to a corporealized dress, 
since the protagonists of those fashion pictures are not clothes but 
specific personalities. Thus, Top Models became the absolute 
protagonists on set, where fashion photographers prepared a 
narration intended to engage the viewer: this is the moment where the 
image reaches its ultimate autonomy from the product. Top models' 
bodies appeared even unnatural: indeed, they looked artificial and 
bionic, shaped by hours of workout; they exhibited an exaggerated 
perfection. Newton stated: 

 “In my job, there is a distinction between real woman and model. 
Models are not real people.” (Blonsky, 1996, p. 13)

Moreover, women passed from being preys to become dominant: this 
kind of woman was often ambitious and strong, and managed all the 
events around her. In those years, the social roles definitively fell 
apart: men acquired a new visibility in fashion pictures and women 
became creators of a new form of freedom of expression, between 
the body cult of Herb Ritts and the narrative realism of Federico Sanna 
in his Dolce&Gabbana campaign (1989): it meant moving more and 
more from painting towards the art of cinema. Lauren Hutton and 
Jerry Hall were among the most representative models of this mood 
between the Seventies and the Eighties: models and actresses 
characterized by a confident and provocative attitude were icons of 
that kind of glamour.

The Eighties in fact anticipated the phenomenon of Super Models, 
that broke out in the Nineties: a group of women who were endowed 
with great personality and were examples of iconic beauty, 
heightened by their catwalk exposure, where they were usually all 
together. Gianni Versace was the one who launched this new journey 
of the model, becoming a marker of his time. The Super Models were 
star-women who knew how to portray the desire, a perfect body 
shape, and its essence, a quest for an aspirational model which was 
and still is beyond what exists in the everyday life and even the 
everyday reality. Linda Evangelista, Claudia Schiffer, Naomi Campbell, 
Kate Moss, Cindy Crawford, and Christy Turlington were among the 
most famous and best celebrated models of those years: a compact 
group that often appeared in its entirety on fashion magazines. Their 
overwhelming success transformed these young girls into true style 
icons, undisputed protagonists of all the gossips which fed the 
fashion machine. Their life was not only confined to the catwalk, but it 
affected every single aspect of the entertainment world and every 
form of communication, music included. An example is the music 
video "Freedom" by the British pop star George Michael, who chose 
some of those super top models as protagonists, as beautiful and 
sexy as ever. They told stories with their lives, personifying boundless 
happiness and success.

The image of the young, rich, idealized woman acts as a symbol of 
human attractiveness, not to sell to very young, skinny, unusually tall 
woman, but to create an Alter-World ideal of Alter Egos. (Rodes-
Zuloago, 2003, p. 10) 

Therefore, the Nineties fashion images knew how to give 

interpretation to the luury DNA in an excellent manner: feeding the 
imagery of dreams.

Top Model in the Digital Era
Even if desire is a pivotal element in building brand identities in the 
luxury market ( Kapferer - Bastien, 2010  and Kapferer, 2017), the New 
Millennium has marked a revolution, since that desire embodied by 
Super Models and great protagonists in the Nineties now seems 
vanished: only few top Models moved from one decade to the next 
one - Kate Moss is an excellent example - and the Super Models 
phenomenon came to an end. Surely, also these last two decades 
have their own Top Models: Gisele Bundchen, Maria Carla Boscono, 
Eddy Campbell, Georgia May Jagger, Alice Dellal, Stella Tennant, Gigi 
and Bella Hadid are only few of them. Anyway, their beauty is not at the 
core of fashion images anymore, and for some of them the definition 
of Classic Beauty could not be correct, rather the expression “Peculiar 
Beauty” could suit them better…Some new pushes contributed to the 
development of these recent trends.

Firstly, Luxury started to live an inner contradiction. Kapferer and 
Bastien (2010) remind how deep the soul of this field is: creating 
vertical stratifications in the society. Despite this, the luxury island is 
moving closer to the consumption continent (Kapferer - Bastien, 
2010, p. 27 translated by author): luxury must evolve in an industrial 
market, proposing industrial products to support the markets' 
requests, also due to the rise of consumption in new Countries (BRIC 
Countries and the most recent MINT Countries). However, this trend 
is in contrast with the DNA of luxury, which finds its essence in 
exclusivity and uniqueness. 
(…) a great penetration is dangerous for the dream of each brand 
(Kapferer, 2017, p. 51, translated by author)

Therefore, this market is now questioning itself. As a possibile 
consequence, since 2000 circa in fashion images the exclusive, 
perfect, and dreamy world of luxury has become weaker than in the 
past. 
In the meantime, fashion images - that now include photos and 
fashion films - have become more strategic than before in marketing 
plans. Kapferer stresses how fashion companies are proposing 
themselves as cultural products (Kapferer, 2017, p. 30), creating new 
kinds of fashion tales and defining new shapes of desire. 

Luxury and communication have the same essence, because the 
creation of social stratification is a pure act of communication. (…) 
Luxury communicates to create a dream and to create brand values, 
selling is not its goal. (Kapferer-Bastien, 2010, p. 261, translated by 
author)

Given these last considerations, a clarification of what fashion films 
are is needed: they are the newest communication tools in the fashion 
market; fashion films are online videos which offer new kinds of brand 
narrations. In other contexts, they have been analysed in detail, in 
order to try to define their distinctive aspects (in particular Buffo, 
2016, 2017, and 2019), even if Uhlirova (2014) reminds that:

 “If we accept the fashion film as a gender, we have to accept a notion 
of a genre not as  a static set of stylistic or material commonalities, 
but as an ever-evolving historically bound category which is fluid and 
at times even self-contradictory.” (Uhlirova, 2014, p. 122)
Going on about the New Millennium luxury changes, another push 
consists in the new consumers' attitude in Western Countries: this 
men and women are now individualistic people who do not love being 
conformed to the standard parameters of society, also in terms of 
classic beauty models: indeed, in the very first years of this new 
Century, most models came from the East, they were usually plain 
women and had a very short career; they were and still are quite the 
opposite of the Super Models, also because these kinds of women 
allow people to feel more adequate. Fashion has thrown a new 
challenge: to be proud of showing oneself without any mask. Thus, 
even the way of being provocative has been changed: it has not a 
sexual nature anymore, rather it has an identity nature; this is not 
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something surprising, as

(…) the High Fashion imagery has a very real effect on culture. As new 
shocks become accepted and passé, the image-producing machine 
must invent new areas, or push boundaries farther (…) (Rodes-
Zuloago, 2003, p. 11)

Therefore, since the beginning of the New Millennium, fashion tales 
have been claiming the importance of being authentic and, more 
recently, fashion has emphasised this content, depicting consumers 
in their diversity as for skin colour, shapes, and gender, following the 
social feelings of Western Countries. This trend can be summarised 
with the concept of inclusivity: the contemporary consumer does not 
aspire to an ideal perfection, rather he or she tends to a sentiment of 
universal suitability.

However, another important force came up from Digital Media, with 
their significant rise from circa 2008/2009; again Kapferer:

 (…) Internet capability to share images represents a great lever for 
dreams' industry of luxury, because dreams are made of images. This 
is the reason why nowadays fashion companies are becoming first of 
all communication companies, developing a substantial number of 
brand editorial contents, very creative, realized with high levels of 
quality, and longer than traditional commercials (Kapferer, 2017, p. 
52, translated by author)

In conclusion, Internet puts together the two previously mentioned 
forces: on one hand, the consumer desire of declaring his or her 
authenticity and being engaged by brands, and on the other the need 
of luxury for creating dreams through images. 

Defining this new scenario is essential here, because a twofold 
consistent trend has emerged in the way of representing women: on 
one side the real woman and, on the other, the dreamlike woman. 
Each of them represents the two main forces we have just described: 
both this desire of authenticity and the aesthetic influence coming 
from digital media on fashion representations. 

Indeed, fashion images have been suggesting women who claim the 
right of being authentic and living without masks. They want to 
appear simple and natural: models do not show their beauty off, even 
when they could boast it. Rather, they show their sensitivity, their 
feelings, even their weaknesses. They are women who talk about 
themselves and their own reality through pictures and videos, clearly 
and with immediacy (Peter Lindbergh – Manhattan Catwalk. 2017). 
Many images present looks that challenge viewers, showing off their 
being natural and - accordingly - original, and sometimes also ugly, as 
well as in Balenciaga F/W 2019 campaign or fashion film: here, the 
viewer can see dark circles under the models' eyes; or also in Gucci 
Cruise Campaign 2020 and fashion film, where the hashtag was 
#comeasyouare.

On the other hand, today's women appear to be dreamlike, artificial 
and manipulated in those images, fuelling the fiction of a 'costume' 
worn for the mise-en-scène or for a brand theatricalization, as well as 
for Moschino FW 19/20 and Versace Christmas Saga, 2019; models 
as protagonists of fashion films and pictures, whose representation 
is dramatized so as to create a wide gap between the observed and 
the observer, moving away from reality and projecting the observer 
into a fantasy dimension. In this category, cyber-women have been 
emerging more and more. They move in videogames between the 
real and the virtual world, as in a huge Matrix: Balenciaga SS2019 
campaign and fashion film represent an example of reference to this 
movie. It means that these digital media are generating signs, codes, 
and stories that are self-referred, which talk about their digital world 
and introduce humans, digitally turning their appearance into a mere 
representation of binary code. Regarding this trend, we can also 
mention the rise of robot-influencers such as Lil Miquela, who took 
part in the Calvin Klein campaign with Bella Hadid (SS 2019). It 
reminds all of us that these digital images can be freely manipulated, 

generating virtual dreams, closer to videogames than to the ancient 
luxurious worlds. Indeed, before this fashion brand, another one, 
Balmain created the first digital supermodels, named Shudu, Margot 
and Zhi, in 2018 and the creative director, Olivier Rousteing said:

 “Anyone and everyone is always welcome to join Balmain army's 
growing ranks – they need only share our bold spirit of adventure as 
our new virtual icons, Margot, Shudu and Zhi who mirror the beauty, 
the rock style and the confident power.” (www.indipendent.co.uk)

Hence now the extra-ordinary - that luxury storytelling needs – 
evolves in two different narrative forms, because:

 (…) brands are now obliged not only to predict the type of content that 
will spread, but also to create content that will allow consumers to 
access the “experience” of the brand. (Rees-Roberts, 2018, p. 27)

In this scenario, models are heroines, both in the real and the cyber 
world, telling the courage of being authentic, or performing the 
experience of living a dreamlike adventure; both head towards a new 
shape of extra-ordinary, based on a deep social value: the inclusivity.

CONCLUSION
These two narrative trends look like the strongest ones, in a 
polyhedral and everchanging panorama. It is clear that digital era is 
conditioning also fashion imageries, driving to virtual reality very 
quickly. At the same time, fashion luxury shows a kind of apathy for 
the ancestral idea of a perfect but human Beauty; rather fashion tales 
tell stories closer to common people than in the past in terms of social 
values, also when these stories develop themselves far away from 
real life.

Anyway, the adopted perspective privileges the Western cultures, 
background, and history; it means that New Millennium's fashion 
pictures can be interpreted in a different way by different populations: 
analysing the fashion communication in different Countries and 
comparing these analyses could put in the limelight those codes 
which allow to create the right storytelling taking in consideration the 
different heritage and sensibility.
Constantly observing worldwide fashion trends, cultural shifts, and 
influences with the contribution of its international students, Istituto 
Marangoni participates in this research project for the new mise-en-
scènes of women and their most current interpretation, moving 
towards new forms of desire: of course the new digital context is 
infecting also fashion luxury and changes are only at the beginning.
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ABSTRACT
India has an unbroken tradition of handloom and handicraft 
production of 5000 years. The artisan with generational skills 
traditionally combined skills, creative ability with a market 
understanding. Contemporary conversations on design integration in 
the craft sector are focused on collaborations between the 
craftsperson and designer. Designers today understand that 
engaging with artisans in a meaningful way is important not only 
ethically but also economically. The paper analyses the strategies 
employed by designers to engage effectively with artisans while 
ensuring that they are mindful to the artisans needs while running 
enterprises, which are economically viable. National Institute of 
Fashion Technology, a knowledge partner for the USTTAD scheme of 
the Ministry of Minority Affairs, Government of India, is implementing 
the USTTAD project. The paper illustrates strategies employed by 
designers during workshops conducted by them, which are detailed 
and reflected on. Some of the strategies of engagement that emerge 
are co-design; developing empathy; building sustainable 
relationships and understanding the market, craft and product. The 
paper also analyses the impact of these in fostering and preserving 
craft skill and heritage. The research uses participatory design 
practice methodology and observation and interviews with designers 
and artisans involved with the project. 

#Keywords: co-design, empathy, sustainability, artisans, 
community

INTRODUCTION 
India has a rich and varied range of fabrics and woven techniques, as 
well as developed hand processes of dyeing, printing, and embroidery 
that embellish and add value. The continued craft tradition spanning 
over 5000 years engages a large number of artisans across the 
country utilizing their traditional knowledge and skill to earn a living. 
This Traditional Knowledge (TC) or Traditional Cultural Expression 
(TCE) is passed down from generation to generation and many 
families and communities are engaged in different craft practice.

Traditional Craftsmanship requires specialized traditional 
techniques, skills and knowledge that are often of considerable 
antiquity and transmitted from generation to generation. Traditional 
Knowledge and Traditional Cultural Expressions, including 
handicrafts, are valuable cultural, social, and historical assets of the 
communities who maintain, practice and develop them; they are also 
economic assets that can be used, traded or licensed for income 
generation and economic development. (Intellectual Property and 
Traditional Handicrafts, 2019)

The craft sector comprises of activities, which span across diverse 
techniques and mediums. Techniques include embroidery, weaving, 
pottery and materials employed range from wood, textile, bamboo, 
grass, metal, leather among others. India today has a rich craft legacy 
and this living heritage is being preserved and perpetuated by 
collaborations between artisans and designers in different parts of 
the country as evidenced by projects of National Institutes like 
National Institute of Fashion Technology, National Institute of Design 
and Craft organisations such as Dastkar and Craft Councils across 
India.

The 'designer' in the context of this paper is defined as a person with 

formal design education and training and the 'artisan' according to the 
Oxford Dictionary is defined as, “A worker in a skilled trade, especially 
one that involves making things by hand”. A master artisan is further 
described “as a professional working in his or her own atelier, 
supplying high quality products, representing an economic reality of 
high added value for all categories” (Cavalli et al., 2017, pp. 22).

The artisan in the past produced for local needs and had an intrinsic 
understanding of consumer demand and markets –and sold through 
local haats (markets) or directly to the customer. The design was 
largely produced in a collaborative interaction between the artisan 
and the end consumer. Shanti Kabra tells the story of how as a young 
woman she would go to the village dyer or printer to bleach and 
recolor and redesign her odhna (draped garments used in Rajasthan) 
to suit the occasion, mood or season (Kabra, 2019). The artisan and 
the end customer worked together to create and recreate products to 
explore the possibilities of the craft. 

A disconnect exists between the artisan and the consumer in the 
current global market. The design, aesthetics and use of the 
handmade product is far removed from the artisan's own life. The 
products produced by artisans are often sold through middlemen or 
digital platforms. The user and producer of craft have a limited or non 
– existent interface. To enable this connection, it is important to 
modify the crafted objects to meet the tastes of a predominantly 
urban audience. (Murray,2012)

Craft and handmade products with quality and aesthetic appeal are 
becoming increasingly desirable to a consumer. Carmelia Padilla 
notes that “a recent US survey shows that nearly 47 percent of 
American consumers are willing to pay up to 19% more for a socially 
responsible product provided it is also well-designed, of good quality, 
reasonable price, and easily available.” (Carmella, 2013, pp. 12) 

Meanwhile, globalization has impacted negatively on traditional 
crafts. In many cases, the local market for such crafts is eroded due to 
the availability of cheap imported alternatives. This has left many 
traditional crafts in an unsustainable position. One remedy involves 
finding alternative markets for these products, where they will be 
valued for their symbolic importance rather than practical function 
(Hareven, 2003). These markets are located most often in Western 
cities. To enable this connection, it is important to modify the crafted 
objects to meet the tastes of a predominantly urban audience. This 
provides a role for an external designer to assist traditional artisans in 
the development of their product so that it will succeed in this new 
wealthier market. (Murray, 2012, pp. 62)

Contemporary conversations on design integration in the craft sector 
are focused on collaborations between the craftsperson and 
designer. Different authors also validate the collaboration between 
designers and artisans. “It is possible to create a synergy between 
industrial designers and artisan groups to stimulate the development 
and preservation of a local craft in a sustainable and commercially 
viable way.”(Tung, 2012).

Designers today understand that engaging with artisans in a 
meaningful way is important not only ethically but also economically. 
As they engage with artisan communities their own knowledge and 
worldview of design, skill and the handmade process are enhanced 
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and they translate heritage, hand skills and imagination to shape 
contemporary craft.
The artisan is a living link to community memory and in practice the 
folk artist also brings generations of artistic knowledge and cultural 
sensibility to the task, serving as a conduit to all the artists in the chain 
of handmade history to whom he or she is inextricably bound. 
(Carmella, 2013, pp. 25)

Method and Materials
Some of the strategies employed by designers to engage with 
artisans are illustrated in this paper through the work being done in 
the project titled 'USTTAD' by the National Institute of Fashion 
Technology (a pioneering institute of fashion education in India). NIFT 
is the knowledge partner for USTTAD (Upgrading the Skills and 
Training in Traditional Arts/Crafts for Development- a scheme of the 
Ministry of Minority Affairs, Government of India). Crafts 
predominantly being practiced by minority communities have been 
identified and the project includes a total of 25 Handlooms and 
Handicrafts and incorporates Rose wood inlay and Bidriware from 
Southern India, to Textile weaving in eastern India, the Applique work 
in Rajasthan and Phulkari embroidery of Punjab. Designers/experts 
and master artisans conduct workshops with skilled artisans to 
create products, which are rooted in tradition and ensure quality, 
design and relevance for contemporary markets. Four workshops for 
each craft are conducted in two sets. The first set of two workshops 
are being held with 15 artisans over a period of 15 days and the same 
set of workshops are repeated with a second set of 15 artisans for 15 
days. This project being done over a period of 4 years aims to bring 
together the market, designer and artisan.

The explorations in the workshops employ practice based, 
participatory design methodology. (Sanders et al. 2011) The 
workshops focus on the process and learnings, which emerge rather 
than the model of product design development as the final outcome. 
1. For this paper designers and artisans who participated in the 
workshops have been interviewed and inputs included from other 
experts coordinating the workshops. The interviews were conducted 
and observations recorded both during and after the workshops. This 
was done to understand and analyze the strategies, which made it 
possible for designers and artisans to work together and build higher 
levels of design engagement. The language which emerges from 
these is similar to that used to describe participatory design 
practices; understanding, empathy, participation, interaction, sharing, 
cooperation, communication, etc. (Rhodes,2015)

Results and Analysis
Examples from these participatory workshops craft workshops are 
used to analyze and illustrate the approaches, which emerged and 
reiterated the theory of participatory design. The four crafts adding 
knowledge to collaborations between designers and artisans 
examined here are Bidri, Phulkari, Applique and Rosewood Inlay.

Bidri, a metal handicraft, practiced mostly by men of Muslim 
community in Bidar, South India, uses a base of Copper-Zinc alloy, 
with Silver wire inlay. The inlaid piece is dipped in a heated solution 
comprising of local soil and oxidizing substances. The silver stays the 
same while the alloy acquires a jet-black color. The exquisite black 
and silver products are highly priced due to their intrinsic value and 
craftsmanship.

Harpreet Padam a formally trained accessory designer explains 
design colloboration which emerged during the workshop he 
conducted with Bidar craft. 

He says, “Mohd. Abdul Rauf, a master artisan of Bidar craft has an 
incredible dexterity of generating hollow structures from solid forms. 
This expertise was used for creating a majority of products in one of 
the workshop in Bidar. The traditional form of the Bidri Vase was used 
as an inspiration for the modern aesthetic. The designer as a 
facilitator for the workshop worked with artisan experts and each 

made a creative contribution to make the products”. (Padam, 2019). 
In another instance the designer introduced the basic form of a pen 
tray. Rauf was asked to sketch directly from memory the pattern to be 
inlaid. 

Once the initial reluctance (which possibly came from a habit of 
receiving detailed drawings from designers) was overcome, Rauf 
produced a pattern that demonstrated his cultural link and traditional 
values associated with Bidri. One such piece was a box for a mosque. 
The manner in which Rauf transformed a contemporary piece, 
imbibing it with a traditional aesthetic was a valuable learning for the 
designer. (Padam, 2019).

 The designer also learnt about the unique and interesting processes 
of Bidriware, and also got a first hand account of the origins of the 
craft and how the craft found its way to the region. “Exploring the 
architectural sites of the city (Bidar) also helped to gain a holistic 
picture of the craft's identity and of the people who preserve the 
practice.” (Padam, 2019)

The fusion of craft and design manifests a design praxis and model, 
which in turn presents a promising strategy for product development. 
Hence, engaging designers to collaborate with craftspeople is not 
only helpful for the regeneration of traditional crafts, but it also allows 
designers to obtain new design experiences, which could broaden 
their design horizons. Providing designers with knowledge regarding 
traditional crafts is an effective approach to liberating their individual 
creative ability. (Tung, 2012)

Sidhant Minocha a designer living in New Delhi, the capital of India, 
discusses his experience of the urban rural differences and how 
empathy with the artisans has sustained the working relationship 
with them after the completion of the workshop. “Phulkari”, literally 
meaning “flower work”, is practiced in Punjab and derives its richness 
from the use of darning stitch.Embroidery is done from the wrong 
side of the khaddar – hand woven and hand spun fabric by women 
with a floss silk thread called pat. The phulkari workshop was 
conducted in Nabha, which is a rural part of Punjab, in Northern India. 

He recalls, “Visiting the homes of the women artisans and meeting 
their families not only helped to get context of the craft's current 
position but also helped in understanding life in a village. 
Understanding the phulkari embroiderers as fellow human beings 
and not merely as a skilled person was an enriching experience. It led 
to an understanding of culture in Punjab at the grassroots as it exists 
today vis-a-vis what has been read, understood in cities or 
experienced amongst peers. Discussing their personal issues and 
understanding the multiple roles these women play in a patriarchal 
society helped in developing empathy and building sustainable 
relationships. This has been useful in communicating with artisans 
regularly for designing and producing new products”. (Minocha,2019) 

Empathy is defined as “the action of understanding, being aware of, 
being sensitive to, and vicariously experiencing the feelings, thoughts, 
and experience of another of either the past or present without having 
the feelings, thoughts, and experience fully communicated in an 
o b j e c t i ve l y  e x p l i c i t  m a n n e r.”  ( M e r r i a m  We b s t e r,  n . d . ) 
(https://www.merriam-webster.com/dictionary/empathy.) Empathy 
is thus helping in creating linkages between practicing designers and 
artisans to build long-term relationships.

Preparing for the appliqué workshop at Delwara, Rajasthan, Arushi 
Agarwal a product designer had outlined the product range and 
colour palettes. This was to create a framework for the artisans to 
work while enabling them to co-create with reference to motifs, stitch 
styles, and embellishments thus taking ownership of the final 
product. Nafisa, one of the artisans helped the designer Arushi gain 
insight into the process followed while making a product, which 
helped the group develop a smoother workflow. 
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The designer finds it important to understand the limitations of the 
craft and incorporate designs and patterns that complement the craft 
and the maker. She says, “In a particular piece being made by Farida 
(artisan), she and I explored skill set to understand the achievable 
fineness of reverse applique for a particular line and used that to 
guide the final motif. Whilst working with artisans, showing them 
hand made products of a higher quality enables them to visualize 
what they can accomplish. For example, showing them a hand 
patched and appliqued bag made by a master artisan from Kutch in 
Gujarat opened the possibility of a higher quality finish. It is equally 
important to document the making of and the stories behind each 
product. Through these, the end consumer connects with a world far 
removed from their own, cherishes the product and appreciates the 
artisan”. (Agarwal, 2019)

"In a world of increasing de-personalization, people seek meaning and 
connection. Craft is an emerging luxury by virtue of its personal, 
human character. People purchase craft from an artisan for more 
than the product. The object becomes an experience with meaning; it 
has a story. When the consumer uses this handcrafted product, he or 
she remembers the person who made it and feels a connection. 
Artisan designers have learned this dimension of value for their work 
and have become confident in articulating their stories - not to 
manipulate but simply to share. This adds value to already excellent 
products." (Frater, J. A, Personal communication, November 2017).

The Rosewood inlay practice of Mysuru in south India is a popular 
Wall Art and uses religious figures and mythological stories and as 
surface ornamentation on Furniture. Men of the Muslim community 
practice Rosewood Inlay and traditionally used ivory for inlay. Today 
women work with dexterity and employ locally available colored 
wood like white cedar, pine, rubber wood, red sandal and jackfruit 
wood. The new direction by designer Tanveen Ratti aimed at creating 
art pieces for modern living, i.e. re-interpretation of the traditional 
concepts and motifs into contemporary objects of excellence for 
modern spaces. 'The Evening Sky Mirror' was conceived as a large-
scale module that could be used as wall art in urban homes and was 
inspired from the famous Hindu mythological epic – Mahabharat. 

 The designer describes her experience with the artisans, she says, “ 
The cutters are mostly women who have acquired the skill of 
maneuvering the fine fret saw blade to cut out intricate pieces in the 
5mm thick wooden flats. Two sisters Sayeeda and Najma 
volunteered to cut the product. The sky and the land along with the 
horizon were made using rhombus shaped components that would 
fix together to create the entire scope. Initially they saw the drawing 
and started cutting the rhombus in a random manner. When put 
together the surface did not appear like the integrated sky, as in the 
original artwork. First attempt abandoned! I was disappointed due to 
the loss of time in an already tight schedule. The ladies however did 
not lose hope; they saw it as a challenge. They asked me to prepare a 
full - size drawing of the large piece measuring 15x60". Each rhombus 
was numbered and they started cutting by matching the grain of 
wood to create a skyline filled with thick clouds. Once the clouds 
started taking shape, Sayeeda suggested creating shapes within the 
skyline to create a realistic feel, like cumulus cotton clouds, which 
enriched the piece, and created another layer of detailing. For me this 
experience is learning in co-creating, while the designer initiated an 
idea the maker enriched it with their experience and skill” (Ratti, 2019.) 
Reubens (2010a) argues that designers and craftspeople can both 
benefit from the development of local craft. One of her projects 
(2010b), where designers worked with local bamboo artisans in India, 
demonstrates that the skill and knowledge set that each party brings 
to the innovation process is maximized through collaboration. This is 
also reiterated by Rhodes, “The open-ended, experiential nature of the 
workshop facilitated a productive conversation between the students 
and the crafters, strengthening their collaborative work. By working 
co-creatively they were able to draw on the notion of Ubuntu with each 
collaborator participating equally with mutual respect and having a 
voice. (2015).

CONCLUSION
While the “know-how”(how to make things-knowledge and skill) 
exists abundantly in the traditional crafts sector, there is a severe 
shortfall in the “know-what”(what to make -strategies and designs) 
that curtails the ability of crafts communities to survive intense 
competition or, better still, develop value added solutions in the 
complex economy and matrix in which they exist. (Panchal and 
Ranjan, 1993,p14)

Some of the strategies employed for design engagement that emerge 
through these interviews are co-design; empathy building; 
sustainable relationships and an understanding of the market, craft 
and product. “Educating the consumers to value origin of products 
and the processes of handcrafting is also and important aspect to 
initiate industry change and sustainability for rural textile 
communities.”(Bhandari, 2018)

The understanding of creativity and craftsmanship available with the 
artisan leads to a transformation in the designer's mindset. The 
designer in turn through the process of co-creation adds to the 
traditional knowledge of the craft, reinventing age-old practice and 
the timeless beauty of the craft. This is also further validated by 
Rhodes, “The Craft of Ubuntu Workshop demonstrates that a 
localised knowledge sharing, collaborative, co-creative and 
experiential workshop methodology leaves a more positive legacy for 
both participants, rather than the usual paradigm of top down, 
product design-led, short-term interventions. Thus illustrating that 
socially based craft practice can be a way to democratise 
collaboration between two disparate participant groups such as 
higher education design students and crafters. (Rhodes,2015 )

Connecting with designers and working in a collaborative manner 
helps the artisan to rethink his work and pushes his boundaries of skill 
and creativity. With a collaborative approach for sustaining 
livelihoods and craft heritage, the products are co-created to combine 
the visual language of artisans to a modern vocabulary, which 
resonates with the consumer.
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KHADI- A SMART CHOICE FOR SMART FUTURE

ABSTRACT
“Khadi is perceived to be the symbol of Nationalism, Equality & Self-
reliance- Gandhi Ji.”

Khadi is the heritage fabric of India that went through many significant 
changes & renovations from the past era, to our independence & 
currently to the modern time. With the changed environment of our 
modern lifestyle, Khadi stands for our traditions, ethnicity & culture that 
were instilled within us. 

Khadi is entirely hand crafted as its hand spun and hand woven. Hence, 
production of Khadi does not consume any electricity or produce 
carbon footprints of any type. In today's world where ecofriendly & zero 
carbon footprint are the major necessities, Khadi plays very important 
role as it allows us to believe that a lot can be done towards the change 
which is required in modern times.

In the current age of environmental degradation & threat of global 
warming “Khadi” is one of the 'green' fabrics, which is the key to smart 
solution.
 
Khadi is the key not only because of the environment & aesthetic 
factors but it also contributes to the economy by providing 
employment to a large section of our country throughout generations. 
The emergence of KVIC, Khadi & Village Industries Commission played 
an important role in promoting Khadi products. Unfortunately Khadi 
could not serve with the changing times in terms of products & designs 
due to the lack of skilled hands and their understanding with the recent 
design developments. This research intends to develop products using 
Khadi that are not only eco-friendly but also modern, thus creating 
what can be called as Smart Khadi.

To analyze the current position of khadi in terms of Price Point, 
Products, Market and Promotional strategies, a comparative study of 
KVIC Stores followed by surveys, interviews & personal visits were 
essential. The results showed a low acceptance of Khadi in the young 
generation of India which is approximately 50% of the total population. 
This Young Population who is already environmentally conscious can 
be groomed about the fabric having a unique national identity as well 
as its most hand crafted manner with an addition of Fashion Quotient 
to suit their choices in clothing.

This youth as a market who is sensitive & sensible towards 
environment & conscious choices has created a lot of scope for “Khadi” 
to be introduced to them while considering their requirements. 

This research paper explores variety of opportunities to further 
develop “Khadi” in context with its Design, Product Development, 
Quality & Promotion that further contributes to smart products. The 
possibility of product development not only makes “Khadi” as a smart 
choice but also provides an array of opportunity to develop the 
products that meets global fashion demand. 

Through this research the sustainable aspect of Khadi is expected to 
suit the Young India by providing them conscious, smart yet 
fashionable clothing to further convert into an opportunity of business 
model for smart future!

#Key words- Smart Fabric, Smart Clothing, Khadi, Sustainable, 
Product Exploration, Smart Business model.

INTRODUCTION 
Gandhiji presented khadi as a symbol of nationalism, equality and self-
reliance. It was his belief that reconstruction of the society and 
effective Satyagraha against the foreign rule can be possible only 
through khadi. The idea was to free the people from the high-priced 
goods and clothes which the British were selling to them. The British 
would buy cotton from India at cheap prices and export them to Britain 
where they were woven to make clothes. These clothes were then 
brought back to India to be sold at hefty prices. To abolish this system 
Gandhiji started this khadi movement in 1918. His emphasis was on 
khadi as a relief to the poverty- stricken masses. According to him 
khadi was the only insurance against poverty. Khadi was considered as 
a symbol of unity of Indian humanity, of its economic freedom and 
equality and therefore, ultimately in the poetic expression of 
Jawaharlal Nehru, “the livery of India's freedom”. Khadi enabled 
Gandhiji to carry his message of swadeshi and swaraj to the people 
and to establish connection with them.

Khadi is the one of the economic solutions for the millions of villagers 
until we have a better system of supplying work and adequate wages 
for every able bodied person whether male or female. A supporter of 
swadeshi will carefully take care of his environment and will try to help 
his fellow people by giving preferences to local manufacturer. 

According to Gandhiji everyone should follow the khadi spirit which 
means fellow-feeling with every human being on earth. It means a 
complete renunciation of everything that is likely to harm our fellow 
creatures and if we cultivate this spirit amongst the millions of our 
countrymen than what the land this India of ours will become.

The spinning wheel or charkha was the symbol of India's poverty and 
backwardness. Charkha was capable of bringing the masses with 
classes together. Gandhiji turned it into a symbol of self-reliance and 
non-violence. 

The whole concept of charka and khadi faded with industrialism, which 
was responsible for the increase in the craze for the machinery method 
that overpowers the use of the living machines given to us by god. The 
spinning wheel was a life-giving activity for poor people and that is why 
at one time it was also referred as Annapurna. (Annapurna is a deity of 
food in Indian mythology.)

75% of the population of India lives in villages and 80% of its rural 
population is earning its livelihood from agriculture and allied activities. 
The land cannot absorb this much pressure for long period. Urban 
cities are already concentrated with industrialization and this makes 
growth of rural entrepreneurship more essential. Rural industries are 
labor-intensive, thus, providing a clear answer to the growing problem 
of unemployment. Development of rural industries through rural 
entrepreneurship has high scope of employment generation. The need 
of the hour is to develop rural entrepreneurship because that is the 
appropriate solution of problems like unemployment, pollution and 
concentration of industries in cities, lack of awareness in rural youth 
etc.
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REVIEW OF LITERATURE
BIRTH OF KVIC
The Khadi and Village Industries Commission (KVIC) is a statutory 
body created by an Act of Parliament (No. 61 of 1956 and as 
amended by Act No. 12 of 1987).The main functions of KVIC, include 
planning, promotion, organization and implementation of program 
for the development of Khadi and other village industries in the rural 
areas in coordination with other agencies engaged in rural 
development wherever necessary.

WHAT IS “KHADI”?
According to Khadi and village Industries Commission, Khadi is a 
hand spun, hand woven Indian fabric made in cotton, silk and woolen 
yarns or from the mixture of any two or more such yarns. The fabric is 
known for its texture, comfortable feel and ability to keep the wearer 
warm in winters and cool during the summers.

Along with all the other khadi fabrics, poly khadi is also available in the 
market which is a blend of khadi with polyester. This concept is not 
taken well by the supporter of khadi as khadi is purely a natural fabric 
and mixing polyester is diluting the fabric.

Earlier the difficulty with khadi was that being a hand spun yarn it was 
not available in higher counts but now we have lot of varieties in 
cotton khadi, muslin single thread which ranges from 150-500 
counts. There are lots of varieties in silk like matka, tassar, dupion, 
endi and muga.In wool the khadi fabric is available as merino, desi 
wool etc. 

Khadi is suffering miserably from a rather outdated reputation as a 
low quality fabric and the old fashioned as it is still considered to be as 
a coarse fabric which is worn by the politicians, poor and old people. 
Our country also suffers from the gloss syndrome. Anything that is 
dull or matte is not appreciated easily. There are imperfections in 
khadi which gives it a texture that is created by the thick and thin 
places present along the length of the yarn. Presence of too many of 
them in yarn and in final fabric is not desirable as they may spoil the 
appearance as compared to a mill produced yarn.

Plate 1: Comparison of fabric made on handloom and powerloom

SUSTAINABILITY AND KHADI
Today we all are fighting against global warming and climate change 
which is a consequence of environmental and social changes caused 
by human. Countries around the world are looking for ways and 
means to reduce the carbon footprint within textile industries and are 
spending lot of time and money towards less energy intensive 

technology. India, too, is looking forward to this trend but many of us 
have overlooked our very own heritage low energy alternative like 
Khadi, which is a living proof of being eco-friendly and handmade 
fabric. Ecofriendly because it is made up of natural fibers and the 
processes of making the fabric does not require any form of electricity 
and energy as everything is made manually. The yarn is spun manually 
with the help of a spinning wheel, called charkha. This yarn is very 
unique and resilient that keeps its wearer warm in winters and cool in 
summers. This hand spun yarn is then woven into fabric by the skilled 
weavers on handlooms.

The whole handmade process of production does not generate any 
electricity thus producing a fabric with lowest carbon footprint which is 
an important point of consideration in today's world. Production of 
one-meter Khadi fabric consumes just three liters of water against 55 
liters consumed in a conventional textile mill. Along with all of this it 
provides employment to lot of rural people. Khadi fabric is the smart 
solution to the threat of global warming. 

MAKING KHADI FASHIONABLE
Gandhi ji can be seen as the first true Indian designer who in a way 
counseled the people to decorate their bodies with the nation's fabric 
“Khadi”. According to the famous fashion designer Wendell Rodricks, 
wearing Khadi is not only being fashionable and trendy; but it is also 
about having a conscience and living that belief. As long as people are 
concerned about the environment, khadi will always have a market and 
will get premium price also” Khadi is being promoted by lot of Indian 
designers like, Gaurang Shah, Rajesh Pratap Singh,  Anju Modi, 
Sabyasachi Mukherjee who have used it for making high fashion 
garments. Lot of designers are working towards making it a fabric 
which can compete with the global fashion industry through 
exploration and inclusion of aesthetics to it. Designer Gaurang Shah, 
has showcased his khadi line at the Berlin Fashion Week and the New 
York Fashion Week in 2012, where people's perception towards the 
humble fabric changed. According to sabyasachi, Khadi can be used 
for bridal wear by both old and new who aspires to be cultural. As per 
designer Rajesh Pratap Singh, "Khadi is a timeless classic. It is versatile 
and has immense character. According to Rahul Mishra 'The softest 
cotton to ever be produced is khadi. The soft texture of the hand spun, 
hand woven khadi cannot be produces on machine. So, khadi is a sheer 
luxury and that is why consumers need to understand. It is actually 
100% couture. 

METHODOLOGY
The study is mainly based on primary data. The methodology adopts 
the user centric design approach and to identify the preference of the 
consumer. The research was done in two phases. Firstly a well-
structured questionnaire was administered to assess the attitude 
towards Khadi and its products amongst young college going women's 
in the age group of 19- 21 years from a fashion college of pune. 
Questions were based on the general knowledge about Khadi, its 
varieties, its properties, kinds of product available, designs and its 
promotion.

Secondly KVIC stores and Khadi Bhavans (sales outlets) mainly 
situated in Pune and Mumbai were surveyed to observe the types of 
fabrics and products available. The questions were asked in an 
informal interview and observation technique was followed.

FINDINGS
According to the feedback of the respondents the researcher felt that, 
unfortunately, the youngsters find Khadi as boring and unfashionable. 

Silk Khadi Made on Handloom Wool Khadi Made on Handloom

 Silk Fabric Woven on Powerloom Wool Fabric Woven on Powerloom
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The designs and style in Khadi stores are not relevant to today's 
market and consumer taste. According to the collected data the 
results of the questionnaire and survey revealed that the product 
development of Khadi products available at the khadi stores needs to 
improve and the young population should be made aware about its 
unique national identity and being the smart choice which is apt for 
today's times where we all are fighting with a common cause of 
climate change. The products which were available in the khadi stores 
in women's wear category were very limited majorly Kurtas, tops, 
palazzos and sarees.

After the survey the researcher felt that the designs available in these 
stores are lacking in fashion quotient i.e. they are not at par with the 
designs which are available in the market and the reasons for this gap 
in the current khadi products is due to-
Ÿ Lack of designs and aesthetic appeal.
Ÿ Lack of minimum surface decoration that can change the overall 

look of the designs.
Ÿ Color combinations of the trims and old styles of using them.
Ÿ Typical fit and fall of the fabric.
Ÿ Styles and silhouettes in design

According to the survey of the KVIC stores and Khadi Bhavans; a 
study was done on the various aspects in design and aesthetic appeal 
between the styles available in Khadi and styles available in the 
current market and they are as follows- 

Plate 3: A comparative study of the types of Products available at 
Khadi Stores and the other stores

The designs have to be more youth centric as the majority of the 
population is youth and can be worked out considering them as a 
target; may transform Khadi a fashion pick for youngsters. If this 
generation understands the importance of khadi then there will be no 
looking back for this humble, sustainable fashion fabric.

DESIGN DERIVATION
The data collected gave valuable design directions for designing 
jackets that were designed to elicit the preferences of the college going 
girls adopting the user centric approach. To adopt new styles in the 
form of Designs- a Project based task under the guidance of 
Researcher was given to the group of 5 students where Design 
possibilities in terms of Surface Embellishments, distinctive 
placements and chic styles were derived to cater to new- market for 
Youth; as follows.

Design Derivation through Surface Embellishment on Khadi

Design Derivation through Print Placement with  Hand Embroidery on Khadi

Design Derivation through Print Placement with Hand Embroidery on Khadi

Design Criteria What Khadi offers

Surface decora�on

Fit and Fall of the 
fabric

Styles

 

Type of print and color combina�on
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Design Derivation by intruding chic styles on Jackets

CONCLUSION
Khadi has gained worldwide appreciation as a hand spun, hand 
woven, durable, breathable, sustainable and fashionable fabric. The 
fabric is produced by the masses for the masses. Khadi has a 
historical  impor tance in bringing about extensive rural 
empowerment.

This paper suggests that Khadi needs repositioning today as threat to 
sustainability of environment has resulted in a new trend which is 
leading everyone towards being eco-friendly  which has gained 
momentum and need to be explored. This can be achieved through 
redesigning of existing products in terms of prints, styles, exploration 
of new markets without losing the identity of the original Khadi. 
Creativity in designing smart khadi products can be the only solution 
to counter the challenge towards keeping this traditional heritage 
industry alive. This fabric can be made acceptable by the youth who 
are responsible global citizens of today by introduction of proper 
marketing channels which will increase the awareness about khadi. 

They should be made aware about the fact that Khadi cannot and 
should not be compared with the mill made fabric. Khadi should 
create its own niche market with its unique charisma of naturally 
occurring weave textures, yarn faults and raw look which is the 
identity of this beautiful fabric. The fabric needs to be reinvented in 
such a way that it appeals both the masses and classes without 
altering its designing appeal, beauty and originality of the khadi as a 
fashionable, sustainable, national heritage fabric.
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ABSTRACT
The Fourth Industrial Revolution is defining new paradigms and 
business models in the design fields in terms of production, 
consumption, transportation and delivery systems (Schwab, 2016). 
The distinctive points of this new scenario could be recognized from 
the great attention paid to the sustainability and digitalization. The 
specific field of Fashion Design is very sensitive to this new 
assessment due to its fast-moving nature, and so it needs to face 
these new sets of challenges (Keller, et al. 2014). One answer to such 
issues can be seen in the renewed interest for local business models; 
as a matter of fact, the revaluation of small local activities is reviving 
because of their economical,  human and environmental 
sustainability features, adding the possibilities given by new 
technologies of sharing local and global know-how, resources and 
instruments to the design of products (Imbesi 2014). In fact, local 
manufacturing is able to offer a bespoke production system, 
responding to the new necessities of customers in terms of 
experience and product uniqueness. On the other hand, these 
technologies have started to be applied by craftsmen in small and 
medium enterprises to renew their skills and to build a new concept of 
business in which makers become protagonists. In this way, a hybrid 
business model is conceived where craftsmen are switching to digital 
artisans, accompanying traditional methods of production with the 
support of the new technological solutions. 

Chris Anderson explained how small artisanal enterprises, with an 
involvement of high technological tools, could be considered the 
beating heart of this new revolution, since they might set up as 
entities enabling the production of high customized products (2010). 

According to these new design and production features, the structure 
of the start-up perfectly fits in with the new possible fashion business 
models related to local and maker realities. 

Digital Fabrication, Fashion Business Model, Local, Makers, Start-up

THE OUTLOOKS OF THE FOURTH INDUSTRIAL 
REVOLUTION INTO THE FASHION SYSTEM 
The Fourth Industrial Revolution has determined multiple changes in 
the production system like never seen before, due to fact that digital 
technologies are evolving faster than in the previous revolutions. 
Indeed, these technologies have improved not only in terms of 
machinery, but most of all in terms of communication dynamics, 
since they made it possible to establish mutual communication 
between machines and/or human involved into the process, which 
determine a real new phenomenon. 

These have brought to rethink the general way of thinking and 
producing, in order to build new and more appropriate industrial 
design methods. In fact, Digital Technologies are allowing progresses 
in terms of velocity, quality, flexibility, security and efficiency (ACIMIT 
Osservatorio 2017). In specific, these goals can be seen as:
Ÿ Velocity: time market reduction;
Ÿ Quality: improvement of process and waste reduction through 

real time production monitoring; 
Ÿ Flexibility: wider range in the supply of product;
Ÿ Security: reduction of inactivity and cyber-attack;
Ÿ Efficiency: reaching a higher productivity.

In order to realize all these aims, it is necessary to rethink the design 
process at any level starting from the ideation to the production; in 
fact, as argued by the main theorist of this revolution, Karl Schwab:
"We are witnessing profound shifts across all industries, marked by 
emergence of new business models, the disruption of incumbents 
and the refreshing of production, consumption, transportation and 
delivery systems.” (Schwab 2011, p. 7) 

The Fashion Design system is very focused on the production and it is 
potentially exposed to these kind of changings, except that 
technological innovations seem not to reach high improvements. 
This is due to two main reasons: on the one hand, its fast-moving 
nature isn't the perfect quality for a long-term improvement; on the 
other hand, the tendency to invest where it is possible to patent and 
the fashion design are not so eligible since it is not simple to see an 
evident proof of technological improvement in an aesthetical product 
(Gregori 2016). For this reason, it is one of the main design fields 
which needs a consistent rearrangement which could modify the 
whole system, taking into consideration that it is sensitive to changes 
under many points of view, which in this paper have been identified 
within the phenomenon of local and makers, who are starting to use a 
start-up model to build as stand still identities.

BRINGING BACK THE ATTENTION TO LOCAL 
ENTERPRISES 
Since the local business model is responding well to many of such 
issues, it is living a renewed interest and all its dynamics related to 
fashion business need to be understood as the opposite concept of 
global. In fact, if the global business model is referred to a global 
market and offers customers the chance of having the same 
products and living the same experiences from all over the world, the 
local one is related to a limited geographic area and to its inhabitants, 
shaping its features in order to satisfy their needs and their 
belongings in a local identity. In fact, reacting to the cultural flatness 
imposed by globalization, people desire brands which root them to 
their home culture, respect and represent their tastes (Dumitrescu et 
al. 2010). Furthermore, global brands are trying to rearrange their 
business promoting a glocal business model, which takes into 
account the local issues while providing a global offer (Dumitrescu et 
al. 2010).

According to these new dynamics related to the market demands, 
local businesses play a favoured role. In fact, as the local business 
model is focused on the protagonist role of the brick and mortar store, 
it allows the direct interaction between the owner of the business 
itself and the final clients so that if the former has the chance of 
studying and interpreting the local market trends through an 
immediate collection of customer feedback and humours, the latters 
can take advantage of a physical place where they can be in contact 
with the brand, having the possibility of directly expressing their 
necessities.

The advantages of a local business are not only in meeting the desires 
of its community, but they are also related to its local production, 
which involves local suppliers. For this reason, the success of its 
activity is reflected on the whole supply chain so as to determine a 
local economic growth. Furthermore, as there is a direct interaction 
between customers, it is possible to arrange productions on demand, 
based on the users' specific needs in terms of products and 

THE ROLE OF LOCAL AND MAKERS IN THE FASHION CRAFTSMANSHIP: TOWARD A 
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quantities. In this way, local companies are also able to reduce not 
only their inventory but also their waste in terms of finance, time and 
raw materials necessary for a standard production. Moreover, thanks 
to the reduced volume of the business and the facilitated contacts 
with suppliers, they could fulfil the requests from customers for 
customized items, allowing a be-spoke system and offering, in this 
way, superior services to the clients (Dawar et al.1999). In addition to 
these positive aspects, it is possible to recognize several others more 
linked to environmental issues. 

First of all, as the supply chain is located in the same area of the 
business, the costs of delivery are reduced, impacting positively on 
the environment owing to the reduction of gas emissions derived 
from the transportation of goods. A remarkable example of this is the 
Spanish shoes brand Lofs, born in the Alicante province in 2014 and 
based in the Mediterranean area, where all the raw materials are 
sourced and the whole supply chain is located. 

Working close to suppliers also gives the possibility of frequent 
quality controls on the production and the improvement of the 
manufacturing standards thanks to the direct and continuous 
interaction between designers and manufacturers.

Finally, as the production is based on small quantities, manufacturers 
are able to spend more time on each product, guaranteeing a higher 
quality of the finished goods, increasing at the same time the 
reputation of the brand. It is the case of the Italian handcrafted straw 
hat brand Montegallo, launched in 2013 by Alice Catena and 
characterized by excellent artisanal designs and finishings made in 
Montappone, the most important hat production district of Italy and 
Europe.

But the local model is not devoid by disadvantages, as the quantities 
produced are smaller, the costs of production are higher as well as the 
cost of labour, if compared to the offshore manufacturing wage rates. 
Also due to the small volume of production and the relative small 
revenues, suppliers do not invest in innovative machineries. In this 
way, they limit the possibilities of working and finishing the products, 
denying workers the chance of learning about new techniques and 
improving their skills, so that manufacturing is mostly based on 
traditional methods. 

For the wellness of the whole supply chain in local business is 
consequently important to increase its revenues. With regards to this, 
the owner of the business could make use of different tools.

The first to be mentioned is the Internet, as it can guarantee low or no 
costs and online visibility to companies through websites, e-
commerce and the presence on social media. This provides the 
brands with the prospects of reaching a wider audience and therefore 
promoting their products. On the other hand, the physical presence of 
the brand in the brick and mortar store increases the likelihood of 
running customer loyalty programs, allowing one-to-one marketing 
initiatives with the final aim to retain clients. To achieve this objective 
it is also important to give back to the community, since todays' 
customers pay attention not only to products, but also to the social 
commitment and the ethical values promoted by the brands. 

For the same reason, the slow fashion movement is emerging, 
promoting a different attitude towards fashion. Starting from the 
paradigm of localism, slow fashion products are generally produced 
in local venues with local resources, such as skilled artisans, local 
factories, or locally produced raw materials (Jung et al. 2016). Also it 
is a fair trade oriented movement, which promotes fair workers' 
conditions and encourages the choice of timeless designs instead of 
the latest trends, so as to maximize the life time of goods, which 
might be made of high quality materials and in fewer quantities. In 
these terms, the slow fashion movement is also an advocate of 
traditional craftmanship, celebrating the authenticity of one- of- a- 
kind products made by manual labour and satisfying in this way 

consumers' needs for exclusive products in order to generate a 
superior perceived value over fast fashion brands (Jung et al. 2016).

FROM TAILLEURS TO FASHION MAKERS: EVOLUTION 
OF THE PRODUCTIVE SYSTEMS 
The Western culture from 1789 to 2009 endured through three 
Industrial Revolutions which completely changed the productive 
methods as well as their way of thinking. In fact, switching from an 
artisanal production to an industrial one, production went through the 
establishment of a design system able to transfer any artisanal 
products into an industrial matrix. This change is more evident in the 
fashion system, since to every revolution a specific new system in 
which their characteristics have been expressed through the product 
and the production correspond. In fact, before 1789 the clothes 
productivity was managed by tailleurs in which the production of one-
off-pieces allowed to make specific size-patterns and to personalize 
the product with garments according to the taste of the client. This 
procedure was developed according to the artisanal skills of the 
craftsman and it was addressed to an aristocratic European clientele, 
who started to use the fashion product as a means of expressing a 
status symbol (Morini 2017). When the first industrial revolution 
accursed, the innovation of fabric production and tailoring allowed 
the clientele to enlarge to reach the masses and this led to the 
beginning of the new productive methods. In fact, the invention of the 
sewing machine, in which its success started to increase during the 
second revolution after 1840, granted to facilitate and to accelerate 
the work of tailors, whose production was more similar to the modern 
made-to-measure. This process guaranteed specific patterns in sizes 
and in style. This was the beginning of the Fordism period that 
established the so-called assembly-line, which was applied between 
1857-1878 in the fashion production. This event completely changed 
the way in which the clothes were made so far, switching from the 
artisanal production to an industrial one. Since then, a 
standardization in terms of sizes and style has been increased and 
masses have been allowed to access the market. In this dimension 
the main figure is the group of professional technicians who are in 
charge of a single phase of the process. This productive model 
started to be enriched during the Third Industrial Revolution, in which 
the figure of designer appeared to be in charge of the ideation of style. 
This model became a real system in which designer and technicians 
collaborated, giving rise to the ready-to-wear.

Nowadays, the logics of the Fourth Industrial Revolution are creating 
a new system for a contemporary industrial one, thanks to the culture 
of open source, digitalization and of crowd-sourcing (Imbesi, 2014). 
Digital fabrication technologies transformed both the social aspect 
and the classic approaches of design. As a matter of fact, the 
passage from the First to the Fourth Revolution has determined a 
shift from personalization to customization practices, making it 
possible to produce highly variable products. This social switch is due 
to the fact that fashion enterprises have implemented technologies 
for personalization practices – allowing to choose from a series of 
pre-set options, such as types of fabrics, colours and pattern/texture, 
which do not guarantee emotional attachment: 

“Things do not become personal because we have selected some 
alternatives from a catalogue of choices. To make something 
personal means expressing some sense of ownership, of pride. It 
means to have some individualistic touch.” (Norman 2004, p. 217)

People, according to Norman, opt for customization practices since 
they offer the possibility of  obtaining a different object from others 
and this makes it possible to establish an emotional relationship 
between users and objects. In a more democratic and globalized 
world, in which everyone potentially has the opportunity to own the 
same object, the desire for customization is always appealing to the 
user. This satisfaction is one of the aims of the contemporary fashion 
industry, taking also the favourable circumstance to modernize and 
extend itself to a wider market. 
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It is clearly compressible as it is possible to satisfy this need of 
customization using a digital artisanship approach that is closer to 
craftsmanship methods than the industrial ones because it enables a 
real and strong connection with the final user, capable of expressing 
specific product needs. In addition, the recent financial crisis has led 
to a progressive scepticism towards capitalism or techno-capitalism 
increasingly "financialized" (Demichelis, 2015), and it has shifted 
attention towards small and medium-sized companies. In this way, a 
revaluation of artisanal know-how and activities, more economically 
and socially sustainable (Micelli 2016), become a ground of 
rediscovery and an attractive field to develop products contaminated 
by recent developments of a digitalization approach (European 
Commission, 2015). Silvia Venturini Fendi points out that the strong 
desire of customization and exclusivity has brought the attention 
back to some ancient jobs and the never forgotten techniques as the 
only response to this unicity and individuality desire (Venturini Fendi 
2011). 

By saving and handing down the know-how of craftsmanship and 
applying digital tools and experimentation, it is possible to define a 
new fashion designer as a fashion maker, whose role is to e make high 
customized products but on a larger scale.

Masterly examples of this approach and application are appearing 
worldwide and can be represented by the Dutch designer Martijn Van 
Strien and the fashion designer Iris van Herpen. In the first case, the 
designer has created The Post-Couture Collective based on a maker 
and DIY approach. The collective works through an online platform 
which users can access to and download the pattern of the chosen 
fashion product. Once the user has downloaded the file, it is possible 
to modify and customize it. The products are designed to be laser-cut 
in any FabLabs and with a very inexpensive price. This is also due to 
patterns being assembled without any know-how of tailoring skills 
thanks to the well-studied mechanical joint structure. If this is a case 
related to some of the most recognizable aspects of maker 
movement, the second example is more focused on a productive and 
an enterprise level. The designer has always made use of digital 
fabrication technologies in the production of haute-couture 
collections. Just the application of these tools is quite innovative in 
the fashion production, but the more innovative aspect of this work is 
the intuition on the systemic level. In fact, the one-of-a-kind haute-
couture approach is based on the possibility of the user “intervention” 
in order to satisfy specific needs from shape to decoration. This 
allows the necessity to realize high customizable products but 
answering the short time production.

START-UP MODEL WITHIN MAKERS AND LOCAL 
ENTITIES
The approaches to business made by makers and local enterprises 
could be well associated with the new dynamics of start-up. These 
entities play a remarkable role in the panorama of these two realities, 
as it is possible to recognize the intrinsic nature of innovative 
business models in their DNA.

Defined by Nordstrom as “hot” or “young companies”, they are 
contraposed to the “heritage”, “established” and “proven” brands 
(Amed et al. 2019) because of their attitude strictly direct to the 
market and the consumer. In fact, start-ups do not simply base their 
business on the proposal of new products, but they assume the 
observation of society and people changing behaviours and needs as 
the first step.

After identifying criticalities, the design and the development of 
products come to a solution to the problems found, so that - as 
argued Elinor Renfrew - intuition and awareness of fashion directions 
is at the base of the commercial success of a start-up label (2009).

Led by a solo founder or few entrepreneurs, the start-up business 
beginnings are modest, as the founders themselves are involved in 
each step of the project development from the research of materials 

to the engagement of suppliers, professional and legal consultants, 
from the promotion of the products to their placement on the market. 
When they have reached a sort of stability, the financial funding starts 
to be crucial to move forward and become bigger. As Paul Miller 
observed, there is an increasing demand for investors of start-ups 
(2011): even if in most cases their founders have no choice, apart 
from investing their personal economic funds or asking relatives for 
financial assistance, only a few of them have the fortune to be 
supported by venture capitalists or, more frequently by angel 
investors.

Despite its humble beginnings, the aim of every start up is to create a 
scalable and sustainable business model in order to grow larger, re-
organize the work systematically and to have employees for the re-
distribution of the roles. Pursuing this objective, it is vitally important 
to continuously test the market with smaller interaction among fewer 
customers and the products developed in order to perceive their 
validation/rejection and to eventually modify them in order to reach 
the complete satisfaction of the market. The continuous 
improvement is a very distinctive trait of start-ups, also characterized 
by a fast rhythm of development and re-invention in order to survive 
the market. In fact, they are exposed to a high risk of failure due to 
problems related to the feedback from the consumers or the lack of 
funding. As a result, only a small percentage of start-ups will survive 
the initial phase reaching success and the revenues of the 
established companies. 

This discourse can be summarized in steps that can be adaptable to 
any fashion realities, according to the specific internal system and 
need: problem solving, marker test,  customer response 
measurement, idea verification, learning, focus and versatility 
reinvention. Each of these steps is fundamental to be applied by 
enterprises which desire to grow towards a bigger company system 
and to define a structured business model. In fact, the application of 
these steps can guarantee customer satisfaction, which is the core of 
any fashion business as argued by Michelangelo Simonte:

“The value creation for costumer is fundamental. The knowledge of 
market and develop the correct strategy is the only possible approach 
that a startup can take to grow in the market. The customer 
satisfactions, the cure for particulars, the service are fundamental 
activities to succeed and be a wealthy startup.” (2018, p.79)

It is evident that the only way to reach this market growth is to 
continuously focus on customer satisfaction and their change in 
taste using a constant research and a connection with the users. 
Time and economical resources are fundamental to apply a strategic 
process, which aims to reach both a market and an enterprise growth. 
However, makers or local realities may have a lot of difficulties in 
doing so. In fact, their low-cost matrix is one of the main limits and the 
most basic, but successful strategy for expanding the application of 
viral marketing strategies through Internet and the social media, both 
to reach potential consumers and understand their tastes and 
preferences. 
Sophia Amoruso, the founder of Nasty Gal, could confirm this thesis, 
since the success of her business has derived from her networking on 
MySpace, Facebook and E-bay. Founded in the USA in 2006, Nasty Gal 
is a re-known international clothing e-commerce born from the idea 
of re-selling online selected vintage clothes. Even if today such a 
business is common to find, at that time it was actually pioneering to 
determine its success. In fact, from the starting E-bay Store, Nasty Gal 
soon moved to its own online platform and thanks to the intuition of 
the power of the Internet and social media as promotion channels, the 
improvement of the offer by the inclusion of a section dedicated to 
contemporary clothing and accessories proposals in its own website, 
has become an established business, reaching millionaire revenues.

Something similar is happening to Velasca, an Italian formal men's 
shoe brand, founded in 2013 from an idea of Jacopo Sebastio and 
Enrico Casati. After realizing there was a gap in the market between 
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fast-fashion low quality labels and luxury labels of high quality but 
over-priced shoes, they decided to set up a business of hand-crafted 
men's formal shoes balancing their high quality with a more 
competitive price. Starting with a very small production, in which all 
the members of their families were involved, they began selling and 
promoting their brand through Facebook and word of mouth. Today 
they are growing internationally thanks to the intervention of P101 
SGR, Milano Investment Partners and other venture capitalists.

MAKERS AND LOCAL START-UPS AS THE EXPRESSION 
A MORE CONTEMPORARY AND SUSTAINABLE MODEL
As mentioned before, one of the fundamental aspects for start-ups, 
which are focusing on local or maker manufacture, is the satisfaction 
of consumers. They are constantly switching their tastes and 
therefore creating a more variable and instable market. The reason is 
due to the two main phenomenon of the new millennium: 
globalization and digitalization. As a matter of fact, these have 
allowed to create a larger and expanded communication between 
people and the possibility of potentially knowing all the fashion 
products available worldwide. This determines a more in-depth 
consciousness of what is going on and what is available on the 
market. In addition, tastes and targets inevitability change every time 
it is possible to virtually reach the product. The same consciousness 
has also influenced the awareness of more eco-friendly issues. 
Global and digital phenomenon in fact have spread the importance of 
such topics not only for professionals but for consumers as well. The 
great step ahead is related to the fact that sustainability in fashion is 
no longer just seen on an environmental level but it is also recognized 
at the economic and social one. Hence for enterprises it is essential to 
start to consider all these aspects related to culture sustainability as 
development of new products, mitigation of the environmental 
impact and supply chain control, including the respect of employees 
rights (Magni, Noè 2019). In this sense, it is possible to describe the 
local and makers start-ups in the fashion system as the favourite 
models in building a more environmental, economic and social 
sustainability. In fact, these kind of companies employ people who 
can have good working conditions and make the company socially 
sustainable. Furthermore, some of them have become the renewed 
protagonist of local business model and of the slow fashion 
movement, since the economic crisis brought these entities under 
the spotlight once again because they are considered as more 
economically sustainable (Demichelis, 2015). After celebrating fast 
fashion and the chance it offered to own a large quantity of low cost 
products, people are more focused on values such as quality and 
authenticity, becoming also more aware and critical about the 
commitment of the brands, the workers quality life and the fair trade. 

This can be considered as a sign of the economical-sustainable 
inefficiency of the actual fashion system assessment that needs to 
re-describe its structure and to give importance to aspects that were 
considered secondary in the past and therefore they might focus 
more on the customers' feelings, the changing dynamics related to 
the promotion, the consumption of trends and their reduced life time, 
instead of a continuous insane economic growth. Indeed, these 
innovative local and maker production structures take the customers 
experience into account and give them new product solutions, 
focusing on the aesthetical features and versality as well, and 
granting a continuous quality of improvements and uniqueness, 
respecting the environmental aspects too.

These are the reasons why these business models are considered as 
the response of the contemporary reality, taking into consideration 
that all the parties involved are fundamental for a fashion panorama 
consisting of local and makers realities. In doing so, they can 
prosecute a sustainable growth, being more focused on responding 
to the necessities in terms of time-to-market, flexible customization 
and on-demand production (Amed et al. 2019). 
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and second-hand sharing spaces tend to be more relevant to the new 
shoppers, considering the current scenario of the Creative Economy. 

Another point is the stories that the clothes tell. Machado et al (2019) 
quotes admiration for the history of clothing: Second hand clothes 
have a history, a symbolism and the exchange of used clothes 
involves people. This reinforces the nostalgic relationship among the 
consumer, the piece itself and the thrift store owner, who retells the 
stories told by the former owners.
Swapping events are another option to get second-hand clothing, and 
the best of all is that it is free of charge. For Fashion Revolution trading 
is a simpler way to extend the life of clothes. The movement has 
revealed fashion upside down, holds on swapping is one of its 
“Halternative” - a new way of renewing your wardrobe without the 
need of brand new clothes. 

The concern of using up the Earth´s resources and everything that is 
related to the environment is incredibly significant for the 
consumption decrease or the new way of consuming from these 
shoppers. Nowadays, with social media and online sharing groups, 
consumers not only receive the information but they are involved and 
regarded to them when deciding whether or not to buy. Information, 
such as: “To sustain the rising demand of the world, natural resources 
are consumed in unprecedented quantity and speed, leading 
researchers to warn for the danger of the depletion of the Earth´s 
resources”, Demajorovic and Lima (2013) have become well-known 
writers for these new consumers.

Speaking specifically about fashion consumption, for Fletcher and 
Grose (2011), the material used in the manufacture of clothing is 
linked to all kinds of impacts on sustainability: climate change, 
adverse effects on water and its cycles, chemical pollution, loss of 
biodiversity, excessive or inappropriate use of non-renewable 
resources, waste generation, negative effects on human being health 
and harmful social effects on productive communities. The 
awareness that climate change is associated with the consumer's 
lifestyle led him to a critical analysis of his own consumption.

Fashion events do not survive only on the shallowness and 
ephemeral. When Rana Plaza was collapsed in Daca, Bangladesh, in 
2013, Fashion Revolution began and all eyes were turned to the 
fashion industry sustainability and its responsibility has become the 
focus of discussions. The irresponsible consumerism and following 
trends become old-fashioned, now it is time for the conscious 
consumerism and its new consumers. 

In this context, Costa (2017) presented the Sustainable Wardrobe, a 
method where it is possible to create 188 different combinations with 
only 20 items of clothing and they can be used for 6 months without 
repeating. The aim of the Sustainable Wardrobe is to use everything 
you have in a better way. Making it possible to have the most matches 
with the least amount of clothing. Thus, people become aware that 
you do not need a full wardrobe, but creativity to match outfits from 
their own wardrobe. Sustainable Wardrobe has also another role: 
sustainability. More than changing the wardrobe, is to change 
shoppers behavior, previously unconscious consumers, the unbridled 
consumption, the exhaustion of the planet, the textile waste stream 
and the fashion industry slavery. This new point of view of 
sustainability arises interest in other forms of consumption. Everyone 

ABSTRACT
How to create purchasing interest in the mindset of those who 
despise the current processes of the fashion industry? How to 
deconstruct old paradigms? Would it be a paradox to think of a clean, 
fair and sustainable industry? The same questions are asked in 
events related to fashion and sustainability around the world: Do 
fashion consumers want to wear items of clothing made of raw 
materials that pollute? Do they want to keep buying items from the 
trapped hands of slavery-like labor? Most of the compulsive shoppers 
realized that the unconscious consumerism, compulsive buying 
without questioning the origin of the item, contributed to the 
unsustainable activities of the planet buried by the trash and pollution 
produced, also, by the fashion industry. The purpose of this study is to 
show that consumers, who are aware of the problems that have 
occurred in the textile industry, search for a value that goes beyond 
trends in their apparel, fashion, comfort, and dressing. They want to 
value those with fair prices, who dignify their workers and, above all, 
those who care about the planet. A complete harmony with yourself: 
global changers. By proposing a change in the closet, the reflection on 
unbridled consumption, the planet exhaustion and slavery in the 
fashion industry, the consumers began to show their interest in new 
ways of consumption. Such as: planning their wardrobe, exchanging, 
and buying second-hand products. Everyone who understood the 
importance of a sustainable wardrobe and experienced its guidance 
found it possible to think of clothes more than an item of clothing, but 
as a key to release one´s essence; to be aware of one´s own choices 
and to become the leading figure, the protagonist, of one´s own 
consumption. This article aims to detect new measures of value in 
clothing for consumers, within the perspective of new creative 
economies.

#Keywords: New consumer. Second-hand. Exchange. Swapping. 
Protagonist of consumption. Sustainable wardrobe. 

INTRODUCTION 
Second-hand fashion consumption is a strong trend in the Brazilian 
market, Salvalaio and Ashton (2017). The number of people who turn 
to thrift stores, charity bazaars and swapping products events to get a 
new wardrobe, without obtaining a brand new product is increasing. 
They are consumers who have decided to open their minds and their 
closets to a new way of consumption, not to encourage ephemeral 
consumption, but in its materiality. These are the new consumers and 
their new ways of consumption. 

The thrift store market has grown a lot in Brazil - 210% in five years - 
not only for presenting an opportunity to buy a good product for a 
much more affordable price, but also for the increasing interest in 
sustainable and purchasing practices, SEBRAE (2015). Based on this, 
the new consumer seeks in the second-hand items, a more conscious 
and responsible form of consumption, with a clear intention of 
diminishing the environmental damage, moreover joining the low-
cost to unique and different items. For the thrift stores, the 
sustainability issue is part of the commercial activity, because they 
are the recyclers of used and discarded products. SEBRAE (2015). 

According to Salvalaio and Ashton (2017), it is possible to notice that 
when buying second-hand products the consumer not only thinks of 
creatively practicing sustainability, but he also has the great 
advantage of purchasing items with a better price. The thrift stores 
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that understood the importance of a more sustainable wardrobe has 
become responsible for their own actions and aware of their choices. 
They found it possible to think about clothes more than an item of 
clothing, but as a key to release one´s essence

This study aims to meet the desires of the new consumers, those who 
are looking for another interest and not only to own goods. They are 
no longer willing to be the supporters of consumption, but the 
protagonists. They want a more conscious and more responsible 
consumption. While deciding to buy second-hand clothing, these new 
shoppers update the meaning of fashion for themselves. And which, 
if formerly hostages, now they become free from the imaginary 
impositions from the fashion industry.

By highlighting what leads this protagonist consumer to make his 
choices, this article aims to encourage existing brands or new brands 
to be inspired by the ambitions of this new consumer.

The proposed article corresponds to the first phase of a broader study 
of the new forms of consumption of this new consumer.

METHODOLOGY
A qualitative research was carried out covering 69 women, 
consumers of second-hand clothes and accessories, most of them 
take part in an exchange group from São Paulo called “The Hangers” 
(As Cabideiras) - Addicted to swapping clothes. The approach was 
based on the experience of the analyzed group, i.e. what makes a 
group of people who have already been following  a new concept of 
conscious consumption to buy only SECOND-HAND and exchange 
items instead of buying a NEW CLOTHING ITEM.

The following terminologies were used: SECOND-HAND APPAREL: 
Used clothing, footwear or accessories purchased from thrift stores, 
charity bazaars and vintage stores. NEW CLOTHING: New, unused 
clothing, shoes, or accessories purchased in stores, on the Internet or 
other means. SWAPPING ITEM: clothing, shoes or accessories 
(second-hand) obtained through exchanges. 

RESULTS AND DISCUSSION Regarding the purchase of second-hand 
apparel, 44.9% of respondents declared themselves as frequent 
consumers and 46.4% as occasional consumers. The minority, 8.7%, 
said they only exchange items of clothing. In the surveyed group, 
about 6% of women were between 18 and 25 years old. Half, between 
25 and 45 years old, and approximately 40%, between 45 and 65 years 
old. There was no respondent over 65 years old.

As for the personal income 30.3% of the respondents earn up to two 
minimum wages, 37.9% from two to four minimum wages. 27.3% 
from four to ten minimum wages. Only 4.5% earn above 10 minimum 
wages. Most of them have a higher education degree: 79.7%, only 
7.2% are in college and 13% are in high school

Of these women, 10.3% are unemployed and only 5.9% work in their 
graduation field. 30.9% are self-employed, 16.2% are civil servants, 
14.7% work in the service industry, 8.8% work in commerce, 2.9% 
work in industry and 1.5% in informal jobs. A small percentage of 
these women already work with creative economy - 8.8%.

The majority of the women surveyed spend 10-40% of their wage on 
second-hand clothing (81.8%) versus a minority (4.5%) who spends 
40-70% of their wage and 13.6% say they do not spend part of their 
wage on second-hand clothing indicating that the items acquired are 
in swapping clothes. 

None of these women have 100% second-hand clothing. A minority 
said that nearly all of their items are second-hand - 90% of the entire 
wardrobe. Most indicated that their closet percentage is from 10 to 
50% of second-hand pieces. However, 20%, a significant number, said 
second-hand items add up from 60 to 80% of their wardrobe. 

Most of them, 71%, buy their items at thrift stores, but half of those 
surveyed also reported getting their items at swapping events. 
Charity bazaar is another place where nearly half of the surveyed 
44.9% look for their used clothes, as well as the 43.5% sale bazaars. 
40.6% of women swap their pieces among family members and 
30.4% swap among friends (30%). Only two people mentioned using 
online swapping apps.

Of the women surveyed, 49.3% buy second-hand clothing they were 
planning. Those who buy more than planned are 43.3%. Of the 
surveyed, 7.5% do not buy, only trade. Of all women surveyed, only two 
are not inspired by any movement. The majority, 62.7%, says that 
conscious / responsible consumption is an inspiring source. These 
are women who care about social and environmental issues in the 
fashion industry. Another inspiring source is the Sustainable 
Wardrobe, a methodology that values   what you already have. Among 
the respondents, 46.6% said this was their inspiration and 19.4% 
pointed out minimalism and optimizing everything they own, 
including the wardrobe, to develop a strong feeling against 
consumerism. Slow Fashion, an alternative to Fast Fashion, which 
the aim is to acquire goods that come from small-scale production, 
inspired 13.4% of women surveyed and 6% chose Veganism, 
indicating that they take into account animal and human abuse when 
purchasing. They also reported Essentialism, which aims to simplify 
life and the closet. “The maker” who makes himself what he will use 
and the social issues.

In relation to the time of buying second-hand clothing, 60.9% of 
women said that have practiced this for more than 3 years. Almost 
20.3% have been using and purchasing second-hand clothing for over 
a year, 11.6% from six months to a year. A woman has mentioned that 
has this lifestyle for a decade and another one that has only started 
two to six months ago. The others mentioned that they have this habit 
since they were teenagers or for a long time in their family. 

One of the reasons these women stopped buying NEW CLOTHING 
ITEMS and using second-hand apparel is that after planning a 
Sustainable Wardrobe they wore their clothes in a more efficient way, 
said 61%. Sustainability with its three main pillars: social, 
environmental and economic, corresponded to 55.2% of the 
respondents. Economic motivation, i.e., reducing the expenses, was 
another important reason for women to stop buying new clothes 
(46.3%). Regarding the brands involved with slave labor, only 22.4% of 
women were involved by this cause and less than 8% indicated 
Veganism as a motivation. Some mentioned Essentialism and the 
search for something odd.

Social events, such as weddings, would be a reason why 25% of these 
women would buy a new piece. 24% would buy a new one while 
traveling, 22% if their bodies changed, 21% would buy a new outfit if 
they decided to change their style, 12% when changing the season, 
and 12% would buy new clothes to travel. Only 6.5% admit buying a 
new item for a family event, and, among other motivations, when they 
find something worthwhile or if they don't find something specific that 
is second-hand. Some have declared that they seldom buy or that 
they make their own clothing themselves.

And what would these women like to see on the label of the new 
clothes purchased? More than half of them: 55.1%, sustainability 
data, 39.1% would like to know the reason for the total price. For 36.2% 
the production chain. For 33.3% of women, the brand's social 
relationships should be in the label and 27.5% would like to be 
informed on material innovations of the items they intend to buy. For 
26.1% and 17.4% of women, who identify themselves Vegans would 
like to see on the clothing labels the production chain process, so that 
they can guarantee the products are cruelty-free and with decent 
working conditions, being able to track and know who made each part 
of the clothing. A high percentage does not care about the data on the 
label - 9%.
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As the research was open to new possibilities, one participant 
suggested printing the data on the clothes itself, without the use of a 
label, and a participant from Inclusive Fashion, suggested technical 
information for PWD (People with Disabilities). 

CONCLUSION
Looking at their own wardrobe was one of the ways these new 
consumers were able to become conscious and try to reduce the 
negative impacts of the fashion industry. The new shopper is aware of 
their choices. By buying second-hand clothing instead of new apparel, 
this new consumer becomes a protagonist of fashion consumption. 
They change from supporting and worshiping the latest fashion 
trends Lipovestky (2009), mere spectators of the shallow game to 
become authors of their own imaginary field. 

Despite all the environmental, social and economic issues involved in 
the fashion industry, there will be times in these women's lives that it 
will be necessary to buy new clothes or accessories. In this study, 
among some situations, wedding was an event in which most women 
chose to buy a new outfit. Two other situations mentioned by the 
women surveyed reached the same percentage: buying an item while 
traveling and the eventual body change caused by weight loss or gain. 
Changing the style was also mentioned. 

The apotheosis of seduction is no longer under the obedience of the 
spectacular, the personalization of appearances, the pure seduction. 
What seduces these women is more palpable and less palatable. 
They do not wish to pay the price of the unfair, to bear the 
lamentations of the worthless, and to wear the clothing of the 
extinction of the environment. For these women perfect photos, 
luxurious scenery, bodies and faces beauty, are unnecessary. It is 
crucial to join the need with the conscience.

The choice becomes unique, relevant, and faithful as they look at their 
own truth and emerging reality. In addition, the low prices at thrift 
stores and charity bazaars, and the non-profit in swapping clothes 
lead consumers to make this choice.

If advertising works as the cosmetic of communication and as the 
same way of fashion (Lipovestky 2009), the reality of brands is no 
longer a promise of beauty. Social media becomes the makeup 
remover of appearances, a constant motivation to turn fashion 
upside down. Today, aware of their actions, these women want to see 
labels that are concerned: sustainability and fair price. They want to 
take the leap without exhausting the planet and what is the right price 
to pay for it. They also want to be able to follow the production chain 
without neglecting social issues.

For these consumers, the new measure of value of an item is no 
longer imposed by the fashion industry but its own reality, the 
movements which are believed and experienced and the climate, 
social and economic reality. The majority of respondents stopped 
buying new garments and would only buy them again in very specific 
and particular occasions. 

The social issues related to slave labor are not strong enough to 
motivate these women. Only 22% of them pointed out as a reason to 
stop buying a new item. 

The swapping system would be implemented in a form of obtaining 
clothes by most of the respondents, followed by sharing  clothes, 
showing a great interest in the reuse of the items, a market that can 
inspire new entrepreneurs of the creative economy.

What motivated and led these women to consume used products 
involves a virtuous circle among consumption, responsibility and 
sustainability, without excluding the economic aspects. This cycle is 
also vicious, as these women are able to follow their ideals and 
influence other generations, making their choices not only a part of all 
things, but everything. 
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ABSTRACT
The purpose of this paper is to examine thoroughly the business 
model and the consequences of the founding of Roupateca, the first 
shared wardrobe in Brazil The analysis is centered on the rise of . 
collaborative consumption and navigates through the nine pillars of a 
business model, defined by the book Business Model Generation. 
This investigation was brought together by a series of interviews with 
the business' owners and a thorough study about the notion of shared 
wardrobes as a new business opportunity.

INTRODUCTION
According to what he describes in the controversial book The Wealth 
of Nations, economist Adam Smith believed that the individual, 
seeking self-interest, would promote welfare to society as a whole 
(Smith, 2009). However, in a few generations, this concept went from 
a relatively healthy technological ingenuity to a frantic search for 
personal identity through brands, products, and services, until it 
transformed into an extreme consumerism system or what might be 
called hyper consumption (Botsman and Rogers, 2011).

The history of humanity is marked by cycles and nowadays, in the 
face of hyper consumption, we are at a time which can be seen as 
both a major crisis and an opportunity for renewal (Carvalhal, 2016). 
The capitalist model still presents many examples of people who 
seek satisfaction through excessive consumption, but this habit has 
paradoxically caused a portion of the population to feel unsatisfied 
with its lifestyle (Bauman, 2008).

In this scenario, it is observed that some movements in both the 
social and corporate fields linked to concepts such as shared 
economy, collaborative consumption or crowd capitalism emerges. 
Speaking specifically of collaborative consumption, the term has 
been attaining great popularity since it was detailed by authors 
Rachel Botsman and Roo Rogers in the 2010 book “What is Mine is 
Yours” (Pedersen and Netter, 2013).

According to the authors, collaborative consumption is centered on 
the sharing of collective goods and services. It enables people to 
realize the enormous benefits of having access to products and 
services over property, saving them money, space and time, creating 
the possibility of making new friends and becoming active citizens in 
their communities (Botsman and Rogers, 2011).

Many philosophers believe that this kind of economy can 
democratize the way we produce, consume, govern and solve social 
problems. And, moreover, it can help create a new balance, leaving 
behind the era of individual capitalist accumulation and aiding some 
of the other major world challenges, such as environmental 
degradation (Sundaranjan, 2018).

In the fashion scope, the idea of collaborative consumption has 
matured to a great extent in recent years and several initiatives are 
already thriving in this segment (Pedersen and Netter, 2013). A good 
example of this is the emergence of shared wardrobes or clothing 
libraries, companies that have been structured as a monthly 
subscription service platform that allows the loan of clothing and 
accessories (Nicoletti and Freire, 2018).

In Brazil, although this is still a market very focused on the rental of 

party costumes, pieces that are seldom used, there is a movement to 
expand the catalogue of clothes available for sharing. The first 
business in the country focused on being a shared wardrobe of 
various pieces was Roupateca, founded in 2015 and object of this 
study.

BUSINESS MODEL
According to business theorist and creator of one of the world's most 
popular concepts within the segment, Alexander Osterwalder, a 
business model describes the logic of creating, delivering and value 
capturing by an organization (Osterwalder and Pigneur, 2010). It is a 
way to visualize the description of the business, the parts that 
compose it, making the company's purposes understood by those 
who read, even if it is someone who is a lay person regarding the 
subject (SEBRAE, 2013).

In this article, we will build an analysis of the shared wardrobe 
business of Roupateca by using the concept defined by Osterwalder 
in the book Business Model Generation, which takes into 
consideration the nine pillars on which a company must create, 
deliver and capture value. These elements are:

Image 1: The Business Model Canvas

Source: Book Business Model Generation

· Customer Segments: The different groups of people or 
organizations that a company seeks to reach or serve.

· Value Proposition: Which company products and / or services 
create value for its customer segment, or rather how do 
customers benefit from choosing to use a particular type of 
business.

· Channels: How a company communicates and reaches its 
customer segments to deliver the value proposition.

· Customer relationship: How a company obtains and retains its 
customers, in addition to expanding its business.

· Sources of Revenue: What types of services or products the 
company offers and what value its customer segment is 
willing to pay for each.

· Key resources: These are the most important resources for the 
operation of the company, they can be physical, financial, 
intellectual or human.

· Key Activities: The key actions a company must take to make 
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its business model work.

· Core Partnerships: Network of suppliers and partners that put 
the business model to work.

· Cost structure: All costs involved in operating a business.

METHODOLOGY
The analysis of this paper is based on the cross-referencing of 
Osterwald and Pigneur's business model base with a series of semi-
structured qualitative interviews with Daniela Ribeiro and Flavia 
Nestrovski, founders of Roupateca. Interviewees were asked how 
they approach each component of their business model and how they 
reflect on potential improvements and alternatives that can help 
develop the concept and performance of shared wardrobes. The 
qualitative interview method was chosen given the exploratory nature 
of the case study proposed by this article and also because it is a 
relatively new subject within the fashion field and it still has little 
academic research. All supplementary information was obtained 
through literature search.

RESULTS ANALYSIS
According to the interviews, the customers' segment of Roupateca is 
mainly composed by real women, who use the clothes of the 
collection for everyday life. Women who, somehow, already 
understand and are beginning to question consumption patterns and 
beauty in the capitalist society in which we live. For Daniela Ribeiro, by 
creating a community experience and making this group of women 
an agent in the shared economy, Roupateca also makes her 
understand that she can question other patterns.

“Once they get here and start to realize that access is an alternative to 
ownership, which is a way of sharing, which is a way of being more 
sustainable without being a heavy thing, that is a way of being 
networked with other women with similar thinking, I think this makes 
them want to keep doing it, of course, also with all the convenience of 
the service. But I think there's a lot of that sense of community. And 
then these issues begin to surface more and generate a different 
thinking, you know?”

When it comes to shared economy, generation Z (people born from 
the 1990s until the beginning of 2010) is well-known for being the one 
that most uses this type of transaction (Botsman and Rogers, 2011). 
Therefore, at first glance one may have the misconception that the 
largest share of Roupateca subscribers is young people from 
generation Z. However, regarding to age group, most subscribers are 
women between 25 and 60 years old. Another feature is that these 
women are going through body transition processes. They are either 
pregnant, have just had a child, are overweight or underweight and are 
going through a time when they are unwilling to buy clothes, or are 
somehow not feeling comfortable with their bodies.

Regarding the value proposition of Roupateca, the main thing is the 
diversity and freedom to test different pieces of clothing without 
having to pay the full retail value for them. Because it's the first service 
of the type in Brazil, over the years the founders were able to add a 
good variety of clothes to the company's collection, which today has 
about 1500 pieces. According to Flavia Nestrovski:

“Imagine how much someone can enhance their wardrobe with the 
pieces we have here? We have the diversity of a gigantic collection 
very well curated, thinking of various styles and sizes, without having 
to buy (...) This gives a great freedom in dressing. One thinks 'I won't 
buy sequin overalls, but I can get one and wear it once'.”

The main delivery channel of the value proposition is the physical 
space of the Roupateca itself, where customers can try, exchange 
and get to know every item of clothing available there. In addition to 
the physical space, there is the company's website, which, according 
to the founders, is still very focused on the institutional part as the 
concept of Roupateca. It is possible to subscribe there, but it is not 
possible to choose garments yet. This online choice is the biggest bet 

of the business for 2020, when the goal is to have all the collection 
available to choose online.

In order to establish a good relationship with the clients, Roupateca 
works hard on communication through the Instagram social network. 
The disclosure is based mainly on partnerships with digital 
influencers that have synergy of thought and positioning with the 
company. The social network also shows the daily life of the company 
and events in which they participate, such as lectures and 
conversation circles. Another way to maintain the relationship is also 
in the company's own physical space, with dialogue, welcoming and 
understanding by employees. These features are key to making 
subscribers feel at home and in fact understand space as an 
extension of their wardrobes.

The main source of income of Roupateca is the monthly subscription 
of customers. There are currently ten different types of plans, for 
different tastes and incomes. Plan P is the most affordable, through 
which the subscriber withdraws one piece at a time, paying the 
amount of R$ 100. In plan M the subscriber pays the amount of R$ 
200 and is allowed to withdraw up to three pieces at a time. In plan G, 
the subscriber pays R$ 300 and can withdraw up to five pieces at a 
time. The monthly delivery plan is intended for people with a busy 
schedule and high demand for variety. It costs R$ 450 and entitles the 
subscriber to receive at home up to seven pieces at a time. The other 
plans are packages that give access to the partnership of Roupateca 
with designers and digital influencers and cost from R$ 48 reais. 
Subscribers can keep the pieces for up to 15 days and need to return 
them washed and in the same condition as they were removed.

The collection of Roupateca is the main resource for the operation of 
the company. As said before, the company today has a collection of 
about 1500 pieces. These pieces are obtained in two ways, the first is 
through customers. According to Flavia Nestrovski:

“One can sign the most basic plan, bring in pieces that are not being 
used. Then we curate them, it generates a credit for them and they can 
use that credit to upgrade their plan. If the person signs the one-piece 
plan, depending on how many pieces they brought, they can use the 
three-piece plan (...) we get that difference discounted from the credit 
we have here. This way we can extend the life cycle of parts that are 
already produced.”

The second is through partnerships with Brazilian brands. The 
criterion for establishing these partnerships is that companies have 
some degree of liability within the production chain. According to 
Daniela Ribeiro:

“(The criterion) is to understand that the brand has some connection 
with our proposal, with our value positioning. It is usually a local brand 
that has a conscience in its production, liability in the production 
chain. Now, when they are bigger brands, that brand must be directed 
to some change that has some social or environmental impact, 
something that links to this change of mindset that our consumer is 
already looking for.”

The key activities of Roupateca bear some resemblance to the 
activities of a regular retail store. The physical space is located in São 
Paulo, in the upscale Pinheiros neighborhood and is open from 
Tuesday to Friday, from 11 a.m to 8 p.m, and on Saturdays from 11 
a.m to 4 p.m. During the opening hours, the company's staff performs 
activities such as organizing the collection, checking loans and 
returns, registering new pieces, cleaning, maintenance, visual 
merchandising, customer service, finance management and brand 
communication via social networks. Daily work requires skilled labor, 
especially with regard to subscriber service, which can be a decisive 
factor in subscription renewal.

Regarding partnerships, they can be divided into three sectors: first 
come the subscribers, who can be considered the core partners of 
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Roupateca. They are largely responsible for word-of-mouth 
advertising, suggestions, and much of the shared wardrobe 
collection. Then come, as stated above, partnerships with digital 
influencers, who, according to Silva and Tessarolo, are people who 
stand out in social networks and who have the ability to mobilize a 
large number of followers, guiding opinions and behaviors and even 
creating exclusive content (Silva and Tessarolo 2016). And thirdly, we 
observe as partners the brands that contribute to the collection of 
Roupateca.

The cost structure of the company has as its main fixed accounts the 
expenses related to the rent of the physical space (a three story house 
at Rua João Moura 997, Pinheiros neighborhood in São Paulo), 
electricity, three fixed employees, pro labore of the members and 
fluctuating costs of five other freelance contributors. All costs are 
paid by subscriptions of users of the service.

FINAL CONSIDERATIONS
Roupateca is a venture whose creation is at the heart of collaborative 
consumption. This study aimed to analyze this fact from a business 
management perspective, with a more specific focus on its business 
model. Specifically, the objective was to assess how this model 
relates to the nine essential pillars of a business model according to 
theorists Osterwald and Pigneur. Given what has been exposed in the 
previous topics, some considerations may be presented.

Firstly, both the motivations of the founders of Roupateca and their 
subscribers can be related to the main reasons that lead consumers 
to choose businesses that belong to the shared economy. In this 
sense, the majorly perceived advantage is the economic one, closely 
followed by access to a variety of high-quality products (Wallenstein 
and Shelat, 2017). In addition, there is perceived value in reducing the 
carbon footprint, thereby favoring sustainable initiative and also in 
being part of a community, i.e. a network of women who share 
common values.

However, shared wardrobes are still rare in Brazil and can be 
considered occasional activities, focused on specific markets and 
still little adopted by the general public. According to Daniela Ribeiro, 
although several competitors of Roupateca have already emerged 
since 2015, the other companies have quite different objectives and 
serve other niches, such as the luxury market. Therefore, even with 
the similar operating system, the focus and positioning are very 
different.

Regardless of placement, a subscription clothing service alone is 
something that defies conventional forms of consumption. 
Roupateca comes up with an almost educational proposition, as a 
kind of laboratory or bridge between people who are questioning the 
big industry and the brands that are emerging with the intention of 
occupying healthier space in retail. And, as part of the business 
model, it can be seen as both a threat and an opportunity (SEBRAE, 
2013).

A threat because within the system we live in today consumption is 
expected to be our own way of life. Within the so-called “jail” of 
consumption we are in, it is common for us to make the purchase and 
use of goods into rituals and to seek personal satisfaction in these 
activities. And an opportunity because, paradoxically, we are at the 
heart of a value transformation as more and more people are 
becoming aware that infinite growth and finite resource-based 
consumption are an unviable combination. The consequence is that 
we are finding new ways to get more out of what we buy and 
especially what we don't buy (Botsman and Rogers, 2011).

Thus, future studies on the development of shared wardrobes, their 
business models and adoption of these practices by Brazilian 
consumers are necessary. New research may consider possible 
questions generated by this article and contribute to the development 
of the academic literature related to fashion in Brazil.
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ABSTRACT 
This article deals with Ezio Manzini's (2015) well-known concept of 
new models for sustainable production and economic systems; 
small, local, open and connected (SLOC) in the fashion industry and 
how to make it work in competitive markets. The concept was 
originally developed for social innovations. In the survey by Sitra (The 
Finnish Innovation Fund) the behavioral changes creating new 
business opportunities were categorized in four value territories: 
flexible stuff, perfect stuff, pleasurable engagement and familiar 
stuff.

We will present some design driven enterprises from the northern 
periphery of Europe as examples of these phenomena. In the fashion 
industry, the rapid transitions of global economy and consumer's role 
in it are evident. Fashion has always been the visible indicator of 
changes, the warp of materiality and the weft of society (Miller 2005, 
17). The consumers are aware of the current state of the world, the 
climate change, social issues, aging population and crises in 
democratic decision-making.

#Keywords: Sustainability, Fashion, Locality, Community, 
Participatory design

INTRODUCTION 
The flexible stuff combines personal mobility with the solidity. It 
allows people to reduce the volume of objects in their life. The same 
item can be multifunctional and adapted into different situations. The 
perfect stuff requires an extreme selectivity as one is enough, if it is 
perfect. The perfect object is fit-for-purpose and does not necessarily 
follow the latest trends. One can easily comprehend the pleasurable 
engagement. The aesthetics of an item is enjoyable both in a tactile 
and visual way, an extra pleasure comes from locality and of being 
conscious of its sustainable production (both environmentally and 
socially). The familiar stuff value territory focuses on longevity and 
familiarity. Such goods endure and age gracefully and does not have 
to be replaced with new items.  They refer to the history and local 
culture, telling familiar stories. (Korkman & Greene 2017, 6-7.) These 
categories can be solutions to the global issues of justice, care for 
environment and socially sustainable production. Our case study 
consists of the fashion brands which have applied above-mentioned 
principles combining them with sustainable economic system of 
small, local, open and connected (Manzini 2015). For this study we 
have interviewed entrepreneurs, operators and experts in the Finnish 
fashion business.

COMMUNITIES 
Sustainable citizenship, the citizen-consumer's role and behavior has 
enabled the rise of new enterprises and innovative solutions in supply 
chains. We will present the Finnish fashion design companies Uhana 
Design, Papu Design, Arela Ltd and Weecos marketplace, where 
designers have integrated fashion, craft, brand management and 
production processes with sustainability with success. This success 
has been possible largely by creating consumer's communities, by 
connection and openness that Ezio Manzini (2015) mentioned in his 
concept small, local, open and connected for social innovation and 
sustainable economic system. 

The Uhana Design fashion brand was established in 2012 and is 
owned by fashion designers Hanna Virkamäki and Mira Vanttaja. 

Their clothes and jewelry are fun, and prints are surprising 
combinations of nature and contemporary urban culture.  Papu 
design company was born from a desire to create beautiful, ethically 
made unisex-clothes for kids in 2012 by designer Anna Kurkela and 
artist Hanna-Riikka Heikkilä. Papu started as a children's wear brand 
but has later gained popularity with women's dresses and knitwear. 
The two brands have opened together a flagship store in Helsinki city 
center this year. The cofounder of Papu brand Anna Kurkela has also 
been one of the founders of Weecos marketplace. Weecos has today 
300 design-brands in its web-based platform. It has selected the 
brands with care to be sure of shared values such as sustainability, 
transparency and social justice. Arela is a family owned fashion brand 
focused on cashmere knitwear and cotton basics established in 2006 
by textile designer Maija Arela. It is now run by Maija and her two 
daughters. 

Agency is a key driver as participatory intervention in consumer 
culture. Creating a strong community using social media has been a 
way to make this possible. As Anna Kurkela from Papu design states: 
“Behind the success is knowing what your customers want and how 
they use media. An active online dialogue has a vital role in it.” (FAB 
2018, 60) People, who ask what kind of world we create with our 
products and what kind of world the products create with us, have 
come together to act. Sustainability is the shared value base for these 
enterprises. Their foundation is on customers' and producers' 
requirement to make better choices and on their common interest in 
the origins of the products. 
 
In the survey by Global Fashion Agenda (2019) this year's progress in 
sustainability came almost entirely from small and medium-sized 
companies in the mid-price segment. According to their research 
more than a third of consumers reported having already switched 
from their preferred brand to another one because of positive 
environmental and/or social practices. More than 50% of consumers 
is planning to switch brands in the future if another brand acts more 
environmentally and socially friendly than their preferred one.

The State of Fashion report (an annually announced survey from 
McKinsey & Company) (2019) has concluded that some small brands 
are growing very fast. This is due to the capitalizing on three trends; 
millennial preferences, digital marketing and retailer requirements for 
differentiation and margin. Millennials have become the largest 
consumer segment in the fashion worldwide. They crave the new, 
different and authentic. Millennials are familiar with digital technology 
and this gives small brands an easy way to engage the consumers 
with mobile technology. Engagement is rooted in values that the 
consumers share with the company. The companies are active on 
various digital media platforms. Ezio Manzini has launched the 
concept 'cosmopolitan localism' to describe the communities rooted 
in local culture and industry but connected globally through social 
media and web marketing (Manzini 2013, 76). 

An active role on social media platforms is the way to create and 
solidify a community and strengthen its connections.  Uhana Design 
is an example of this, as it has actively defended women's and girls' 
rights, girl power and equality for sexual minorities on their Instagram, 
Facebook and web-site. The same values are visible on Weecos 
marketplace.  Some of their criteria include: A company is openly 
interested in the welfare of the environment, humans and animals. It 
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produces quality products that are recyclable and repairable. It 
voluntarily has an active role in society and influences the 
environment. Weecos has a seven-page manual for entrepreneurs 
about their principles and philosophy. They refer to “Weecos tribe”. 
The enterprises in this tribe are mainly design driven small and micro 
companies. Weecos provides them with a visible online environment 
to sell their products and give information about their production. 
Quite many of the entrepreneurs we have interviewed for our research 
were pleased with the visibility this community has given to their 
business. Stories about designers and their values play an important 
role. They have summarized their ideas of sustainability in three 
points, which are care, consider and replace. (Weecos 2018b.). 

The sustainability of the brand and the products on Weecos 
marketplace are evaluated from the points of views of economic, 
social and environmental sustainability. The survey contains several 
sections about the products, the materials used, the production, 
immaterial rights, packaging and logistics, about the product care 
and the product's recycling possibilities. With these questions, the 
company seeks to consider how well the brand has taken the whole 
life cycle of the product into consideration. In addition, the brand 
justifies its motivation for sustainable business and opens up how the 
well-being of the entrepreneur and the employees are taken care of. 
(Weecos 2019.)

The study made in 2016 in four countries (Spain, Germany, Finland 
and USA) by Sitra about changing relationship between people and 
goods showed that enterprises with a purpose would be winners in 
the future (Korkman & Greene 2017). However, there are still 
considerable problems in making business lucrative for companies 
that are producing clothes as sustainably as possible. Customers are 
so used to cheap fast fashion that it is very hard to understand the 
cost of sustainable, local production. The survey by Korkman and 
Greene (2017) confirms the problematic economic situation of 
companies. In the survey, they found out that 63% of leading-edge 
consumers engage in the search for consumption choices that 
balance personal needs and desires with positive impacts for the 
environment and society. They also found that 24% of the four-
country respondents had already adopted new behaviors by actively 
seeking out companies and brands that provide a balance between 
social and individual benefits. However only 17% of Finns in mass 
consumers segment seek this balance between societal and 
individual benefits. Even though 28 % of Finns considered that it is 
very important to produce environmentally non-harming goods. 
(Korkman & Greene 2017, 30 - 33.) There is still a gap between the idea 
of sustainable products and purchasing them. In a survey made 
about sustainably responsible investing, the results show that 32 % of 
millennials (age group 23 - 35) were ready to purchase sustainably 
produced goods even with a higher price (Nordnet 2018). However, 
concerning fashion business, out of the total money spent on clothes 
the age group of women under 35 years spent only 19 % (Finnish 
Textile and Fashion 2018). Major economic power and the actual 
drivers of change are in the middle-aged or older age segments of 
consumers. This is inconsistent with the international trends 
presented in surveys like the Pulse of Fashion (McKinsey & Company 
2019). The millennials are consuming fast fashion, buying cheap and 
large quantities, and spending less than age groups over 35. We have 
interviewed Satumaija Mäki, Responsible for Sustainability and 
circular economy in the Finnish Textile & Fashion organization. She 
explained younger generations' behavior referring to fast fashion 
companies' considerable marketing efforts. In their marketing global 
fashion brands claim to be sustainable in many ways and young 
consumers consider that to be enough.

Papu design Ltd has had successful campaigns among stakeholders 
in social media and the company met the target of their issue of 
shares. Before this they had the largest clothing industry 
crowdfunding in Finland. They managed to attract new investors like 
mothers of small children, who have not been interested in investing 
in companies. (Kurkela 2018.) Customers and supporters have 

invested in stocks of the company and not just purchased the 
products (Papu 2019). This is an example of how to create financially 
sustainable fashion business driven by environmentally and socially 
sustainable values.

Companies like Uhana, Papu design and Weecos web store have 
campaigns to open the cost structure of the products to show what 
the consumers pay for. This transparency gives the customers a 
realistic idea of the complexity of the production of sustainable 
fashion. Manzini's idea of openness can be seen in this economic 
transparency. 

The community of customers is also functioning as evaluator of 
sustainable standards and statements of different brands.  CEO 
Hanna Lusila from Weecos shared an example of how customers are 
correcting if information of some of their brands on the web site is not 
honest. Customers are aware of sustainability and follow current 
research. In addition, the entrepreneurs follow other brands and make 
peer evaluations on their sustainability arguments or labels.

Care, Consider and Replace
Instead of just reducing unsustainable production, sustainable 
fashion industry must focus on transforming underlying beliefs and 
values that currently maintain practices on the system level. To slow 
down consumption, it is important to invest in high quality and 
durability as well as in aesthetically ageing materials, high design and 
lasting style. (Niinimäki 2015, 8.) For small enterprises balancing 
between reduced consumption and viable business is hard. When 
interviewing the owners of Uhana, Papu, Arela or Weecos this topic 
was highlighted. Companies are constantly struggling with the 
economic demands to grow and to make viable fashion business and 
at the same time keep the production and business practices as 
sustainable as possible. CEO Hanna Lusila from Weecos mentioned 
an example of a client in their web store who collected several 
garments in her shopping basket and after reading the information in 
their blog about how reducing consumption effects on future of the 
globe, then decided not to buy anything. Thus, Lusila and Weecos lost 
their sales but at the same time were pleased with the change in the 
behavior and attitude of the client.

In the beginning these companies had a small-scale design driven 
craft-based production in local workshops and studios. To keep the 
production local is becoming harder and eventually impossible when 
the volume of production increases. There are, for example, only a 
handful of knitwear factories in Finland and skillful sewers are 
extreme hard to find. The production takes place mainly in EU, no 
longer only in Finland. The fabrics for garments are all imported as the 
development of novel cellulose-based materials is still in the 
beginning phase. Enterprises without their own heavy and costly 
textile processing and manufacturing capacity like Papu, the 
children's clothing company or Uhana, the young spirited fashionable 
women's wear brand, are coping with these economic realities. Small 
and local may sound promising according to future trend forecasts, 
but how to make it work in competitive labor markets is another 
question. Instead of increasing production of new garments the 
brands are looking for alternative ways to make fashion business.

Arela is a clothing brand focused on cashmere and merino wool 
knitwear and cotton basics. They have developed a concept called 
Arela for Good. Arela knitwear company is responsible for their 
products long after they have left the stores. Arela will take care of the 
knits, mend them and sell them as second-hand items, or, if there is no 
wear left, they use the material for new products (such as sleep 
masks) or for care service mending in a true closed loop fashion. They 
have a Take back concept, which means that when customers bring 
their used knit back to Arela store, they get 20% off from a new (or 
new-to-her) product. They share washing instructions on their web 
site and encourage customers to think twice before washing the 
items, they also sell washing products for delicate cashmere 
garments. (Arela 2019) Arela offer cashmere care service for their 
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knits in their stores. Basic care service includes washing, de-pilling 
and steaming. If hole mending or seam repairing is needed, the staff 
will examine the knits when clients bring them over and estimate the 
additional cost of repairs. CEO Maija Arela explained how amazed the 
customers are after the care service, the pleasure of the product is 
compared to purchasing a new one. This guarantees longevity for the 
relatively costly cashmere knitwear. (Arela 2019.) 

Papu design has published a very thorough manual about their 
sustainability in their production processes. In their products they use 
mainly organic cotton but also other sustainable materials such as 
recycled polyester and wool. Their organic cotton yarn is GOTS 
certified and is dyed according to the OEKO-TEX® 100 Standard 
requirements. Papu items do not contain suspect chemicals such as 
phthalates or perfluorinated chemicals (PFCs). (Papu 2018b.)

System thinking is becoming more important than ever in fashion 
designer education. The designers must understand the whole life 
cycle of the product. Fashion design has come a long way from 
eccentric creations of the designer to the overall management of the 
production process. Knowledge on outsourcing and materials, the 
environmental impacts of processes and the socially conscious 
business models are core content in the fashion design education. 
(Bertola 2018, 10-11.) In design education we focus on how products 
are recyclable and modifiable. When creating successful long-term 
business brands enterprises should focus on adding services to 
product offering. (Mäki, interview 2019). Viivi Arela from family owned 
company explained their future visions: “We would still produce a 
small number of garments, but mainly offer care and repair services. 
We would participate additionally in discussions and other events or 
arts and cultural cooperation. This is linked to what consumers are 
seeking, identity work and non-material values.”  (Nurmi 2017, 29).

To increase the customer base and awareness of environmental 
problems, the brands have utilized different strategies. Papu design 
started as children's wear company and has now market penetration 
in women's fashion. For children's clothes of Scandinavian design 
brands there has been a blooming second-hand market for a few 
years now. We have seen many youngsters – especially young 
mothers in Finland – circulating clothes with each other or 
purchasing clothes for themselves on flea markets. This reduces the 
consumption of new clothes. 

The familiar stuff value territory focuses on longevity and familiarity. 
Such goods endure and age gracefully and does not have to be 
replaced with new items. On Weecos marketplace, they stress this: 
“Weecos is trying to replace your old, unhealthy and harmful items 
with healthier and longer lasting ones. It is in our belief that products 
that are valued by buyers are long lasting, they are more meaningful 
than mass-produced and disposable ones.” (Weecos 2018b.)

Eco-luxury
Eco-luxury is one of the new concepts in the sustainable fashion 
industry. This means transition from mass-manufactured aesthetics 
to single items and at the same time to diversity. Luxury is associated 
with high quality, know-how, slow time, the preservation of handmade 
traditions, the transmission from generation to generation of timeless 
products. These qualities are coherent with sustainability (Kapferer, & 
Michaut 2015, 5). The eco-luxury processes are slow, more time 
consuming, personalized and the look of a product may vary during 
manufacturing. When using recycled materials these eco-luxury 
qualities are obvious. Maija Arela told how they have used some worn 
out cashmere knitwear to make patches or pockets to garments and 
to create personalized new products.  Same personified qualities in 
aesthetics can be seen in dyeing of textiles when using 
environmentally friendly natural colors like Finnish natural indigo (a 
crop called dyer's woad) (Niinimäki 2019). This creates a feeling of 
privilege and rarity as luxury. Clients for whom luxury is all about 
respect for rare materials and craftsmanship (exceptional quality) will 
appreciate sustainability of products (Kapferer & Michaut 2015, 9).

Conscious consumers seek to save money for a luxury item if it is 
sustainably produced instead of spending on fast fashion or on a 
luxury product made in socially and environmentally unsustainable 
circumstances. Luxury can be sustainable, because luxury items aim 
at lasting. This is one of the key factors in a success of small design 
driven fashion brands now in Finland. They are not high-end brands in 
global scale but accessible for mid-price segment customers. 
Compared to massive fast fashion companies with extremely low 
prices they are luxury brands. The low prices must be compensated 
for the consumers and this compensation can be a feeling of doing 
good or belonging to a community. According to research by Kapferer 
& Michaut (2015) if the luxury brands do not communicate directly on 
sustainable features of their products or services, they will have to 
increasingly highlight product quality, them being handmade, their 
rare craftsmanship rather than only rarity of supply or high price.

Luxury lies in the respectful use of materials as they are selected and 
produced with care of environment. Cashmere or silk beside new 
cellulose-based textiles give garments a sense of luxury. Tactile 
pleasure combines with the pleasure of engagement in sustainable 
consuming. However, the impacts on environment and social 
sustainability of textile materials are most complex. Silk is one 
example of this complexity with very inconsistent research results. 
There are many chemicals, pesticides and fertilizers used in the 
different stages of sericulture activities, including plantation, rearing, 
grainage and weaving. (Khursheed Ahmad Wani & Jaiswal 2011, 86) 
On the other hand sericulture provides an excellent opportunity for 
socioeconomic progress in the context of developing communities. 
First and foremost, sericulture is a highly labor-intensive industry. 
(Kasi 2013, 3.) Silk is also renewable and biodegradable natural 
material compared to oil based artificial fibers but on the other hand, 
silk is imported to Finland from the other side of the globe and 
transportation has a great carbon footprint. However, compared to 
cotton materials, environmental effects of silk are less harmful. There 
are contradictory research, diverse perspectives and complex 
discussions about all the materials used in fashion, like cashmere, 
lamb wool, silk, cotton or any other natural fiber compared to different 
artificial materials. As CEO of Weecos formulated their sustainability 
aims: “It is impossible to be 100% sustainable, but we can do our best 
and continuously develop. We are never ready.”

Design for emotional durability
Designing emotional durability is to create items that consumers 
want to use longer because they have a special relationship to them. 
(Karell 2018, 111.) The consumer wishes to take care of the garment, 
maybe even to repair it. This emotional bond can be connected to the 
feeling of friendship, belonging to the same community, to have 
common goals and values with the producer, to sympathize with the 
brand or to relate to some personal memories. (Raebild & Hasling 
2018, 137.) To be worthy of thrust it is necessary to be honest with the 
information and authentic with the narratives that the enterprise is 
telling. Transparency of production is important in building 
sustainable narratives.

For example, the classical turtle neck cashmere knitwear of Arela fits 
for many occasions and does not follow fast changing trends. Perfect 
stuff requires an extreme selectivity as one is enough, if it is perfect. 
The cuts of clothes are simple, which gives them longevity in style and 
the materials of high quality last long time. Some of the first products 
of Uhana such as zigzag patterned woolen shawls and leggings, have 
become favorite and perfect items in the Finnish winter.  

One can easily comprehend the pleasurable engagement by looking 
at Uhana's flower print dresses made of silk and cotton mixed 
materials. Their aesthetics is enjoyable both tactilely and visually, 
extra pleasure comes from the locality of nature-inspired prints. The 
leaves in “Green leaves” print are picked from Pyynikki Park in 
Tampere in the company's hometown or as in S/S 2018 collection's 
fabric, the printed flowers and weeds can be found in Finnish nature 
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and backyards. Their products also celebrate women's rights and “Girl 
power” as qualities in the Finnish society. The locality does not have to 
be traditional folklore imagery; it can refer to locality in aesthetically 
and socially current ways. Maybe this is one reason why so many 
Finnish politicians or TV-persons like to wear Uhana's clothes to show 
their statement on sustainability or culture.

Design on demand
Voglia is a Finnish women's fashion brand which has made 
responsible fashion since 1983. It is considered in Finland as a 
medium-size company. Voglia is also an example of a more 
established company making continuous efforts towards 
sustainability and trying to find novel approaches all the time. Their 
efforts are refreshing the whole fashion business. Voglia has 
managed to keep their production mainly local and are constantly 
developing the ways of making sustainable solutions. Now they have 
launched a model that exploits digitality – the purchases are made via 
online shopping and they have special loyalty program for frequent 
customers. The idea is that a loyalty customer has an opportunity to 
see the newest collection before others and then engage to buy sales 
articles in her own size and most desirable colors. The company 
assures that a privileged customer can get perfect articles when she 
wishes during the season. For a company this gives better possibility 
for production planning to avoid waste and wrong production. 
(Kristiina Virtanen, interview 2019 Voglia Oy) There are numerous 
means to develop fashion business towards better responsibility and 
each company must find its own way. 

The role of the small forerunner companies in responsibility means 
being the creators of new business models. As Satumaija Mäki 
(interview 4.12.2019) from the Finnish Textile & Fashion Organization 
says it is not enough if 30% of fashion business is responsible and 
70% is not, 100% must be the goal. Large and small companies 
benefit each other, e.g. small ones utilizing leftovers - the waste 
streams from large companies and on the other hand small 
companies create new models for customer behavior and emerging 
criteria for sustainability in fashion design. Thus, understanding the 
importance of both large and small companies helps small brands to 
create vital business in the challenging competition.

In all these examples multidisciplinary communities and networks 
with people who share similar values is vital to tackle the complexity, 
uncertainty and volatility of fashion business in the globalized world.
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Manufacturing is outsourced to terrible sweatshops in countries like 
Bangladesh, India, China, Vietnam, and the Philippines (McCosker, 
2019), where wages can be just a few dollars per day (Ross, 2010). 
These factories are too unsafe for the garment workers, in addition to 
constant exposure to poor working conditions and bad behaviour & 
abuse from managers. Since these sweatshops are run by 
independent contractors, fast-fashion retailers bear no legal 
responsibility for the inhumane working conditions (Ledezma, 2017). 

On 24 April 2013, a tragic incident occurred that shook the global 
fashion industry (See Figure 1). In a locality of Dhaka district in 
Bangladesh, an eight-storey building called Rana Plaza collapsed, 
killing at least 1132 and injuring more than 2500 garment workers 
(International Labour Organization, no date). The victims were mostly 
young women (Fashion Revolution, no date). The factory was a 
typical example of a sweatshop as described above, producing 
clothing for top retailers around the world. What was more disgusting 
was that the workers and the managers were warned about the bad 
state of the building. Deep cracks had appeared the day before 
(Guardian, 2018). The building had no safety regulations. Still, the 
workers were forced to come to work the next day, in the fear of losing 
their jobs. The workers were clearly helpless.

Figure 1. Rana Plaza Incident by Munir Uz Zaman/Agence France-
Presse — Getty Images, The New York Times, 2013. 

In the aftermath of the Rana Plaza incident, suddenly the grim reality 
of the garment industry was exposed to the public. The consumer 
segment reacted in myriad ways, protesting against the fast-fashion 
industry. There were many forms of activism the consumers were 
adopting for example, signing petitions fighting for the rights of the 
garment workers, rise of volunteer organizations standing in support 
with the workers in the above-mentioned low-income countries, etc. 
There was also a huge surge in consumer reaction who started 
asking an important question to all the major high-street brands, 'Who 
Made My Clothes' (See Figure 2). They started demanding 
transparency from these retailers. Fast-fashion brands were being 
held accountable. The consumers wanted to know the faceless 
people behind the garments they were purchasing from. It started a 
global movement termed as 'Fashion Revolution'. The movement 
called for a “fairer, safer, cleaner, more transparent fashion industry” 
(Fashion Revolution, no date).

In 2018, another participatory movement called 'Extinction Rebellion' 
began in London. They define themselves as “an international 
movement that uses non-violent civil disobedience in an attempt to 

ABSTRACT
With the rising awareness around the harmful practices in the fashion 
industry, consumers are becoming more conscious about the 
products they buy and the places they are buying from. Post Rana 
Plaza incident in 2013, Fashion Revolution as a movement played a 
crucial role in how consumers started reacting to the fast fashion 
market by constantly questioning 'Who made my clothes?'. Following 
the incident, a slew of slow fashion brands sprang up, who are aiming 
at not just making their products or garments sustainable but 
focusing on the entire supply chain: from raw material extraction to 
production to the end user, thereby forming a more circular system.

I am an active researcher and practitioner in the field of zero waste 
design, alongside a hand-knitter and a design academician. In this 
paper, using the metaphor of a rubric, I am looking at slow fashion 
through a personal lens: how my practice informs my personal life 
seamlessly without any formal boundaries, affecting my lifestyle 
choices. How working in and advocating slow fashion is more than 
just making things responsibly or incorporating healthy processes & 
systems; it is more of an ideology and a behavioural change: a 
satisfying and a humbling experience, building mindfulness and 
sensitivity and bringing about a change in one's value systems on a 
deeper level. Slow fashion shouldn't be considered as an antithesis of 
fast fashion, rather the former is building on to the latter. Through 
practical insights into my practice as a designer and consumer, as 
well as incorporating theories and case studies, the paper looks at 
slow fashion from an objective viewpoint and not as a follow-up of 
fast fashion economy.

#Keywords: Slow fashion, sustainable development, craft sector, 
behavioural change, responsible consumer

INTRODUCTION
Globalization has changed the way fashion trends are transmitted 
and the way clothes are produced (Ledezma, 2017). In the last two 
decades, the industry experienced a remarkable expansion in the 
consumer market, in the last 2 decades, with the rise of fast fashion 
(Todeschini et al., 2017). In its broader sense, fast fashion is defined 
as a business strategy that creates an efficient supply chain in order 
to produce fashionable merchandise rapidly while quickly responding 
to consumer demand (Levy & Weitz, 2008). With the advent of this 
fast-paced economy, trends are reaching consumers in no time with 
even lower prices, luring customers into buying mindlessly, stocking 
up on more and more clothes, taking garments and their production & 
the people behind them, for granted. With increased disposable 
incomes and clothes getting cheaper and cheaper, the consumer is 
left with abundance of clothing options, styles, fabric and colour 
choices, making him/her shop even more. 

To keep up with this rapid pace of the industry, fast-fashion brands 
and design houses like Zara, Primark, Forever21, etc. (Schrotenboer, 
2013) are delivering collections after collections onto the shop floor in 
as little time as possible. Mihm (2010) found that new Zara products 
are typically designed, manufactured, and sent to the stores within 
two weeks (Mihm, 2010, p.55). To produce these garments in less 
time, fashion houses need a lot of labour, and to keep their costs 
down, the retailers relegate their production to low-cost labour in 
developing and underdeveloped countries (Ledezma, 2017). 
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halt mass extinction and minimize the risk of social collapse” 
(Extinction Rebellion, no date). They aren't focused on traditional 
systems like petitions or writing to MPs and more likely to take risks. 
They organise themselves in small, autonomous groups distributed 
around the world, these groups connected in a constantly-evolving 
complex web. 

Figure 2. #whomademyclothes People posing on social media with 
their garments inside-out, asking brands, 'Who made my clothes?'by 
Fashion Revolution, 2018.

A pertinent question was why all of a sudden it became important to 
know where our clothes were getting made? Rana Plaza was not one 
of the first accidents in the garment industry. Around 71 workers died 
each year in fire and building collapses in the years before Rana Plaza 
(Guardian, 2018). But because in one of the rarest times, the 
consumers were made aware. The harsh inner workings of the 
industry were exposed. The incident got the required media coverage. 
As consumers became more and more aware, a certain sensitization 
dawned upon them, they became more conscientious - from 
checking up on facts, asking questions on social media, writing to 
brands, boycotting fast fashion and overall reacting to it. There was a 
significant behavioral change that was evident, across the globe.

While a segment of people was protesting and demanding 
transparency as a consequence of their increased awareness, 
another was resorting to small but significant efforts like buying less, 
buying second-hand clothing, resisting shopping from fast-fashion 
retailers, buying from craftspeople and artisans or going vegan etc. 
“There is a growing movement of ''ethical consumerism'' with 
consumers demanding that the goods they buy are made in ways that 
do not harm the environment or the workers who made them” 
(Pookulangara & Shephard, 2013, p.200). Consumers began 
engaging themselves in small acts of mindfulness through their 
shopping habits. Although it was a slow process, but it got initiated in 
not time. 

Sharing economy also saw a huge surge. The rise of rental services, 
swapping events, take-back schemes by retailers, etc. all fall under 
the overarching concept of shared economy. Not only it was 
economically friendly, it also drew less strain on the planet's limited 
resources. Around the same time, a slew of 'slow fashion' brands 
cropped up across the world, each of them demonstrating how they 
are incorporating ethical practices in their products and processes 
across the entire supply chain. These brands were somewhat 
transparent about where they are sourcing from or how they are 
producing their garments and began sharing images of their garment 
workers holding placards that read “I made your clothes” (See Figure 
3), although some brands were still not transparent about the 
conditions of the garment workers or the non-existence of 
subcontracting. 

Figure 3. Nisha Begum, a factory worker by Fashion Revolution, 2018.

Other brands saw the Rana Plaza incident as a huge opportunity for 
marketing gimmicks, through constantly embedding terms like 'eco-
friendly', 'organic' in their branding and advertising campaigns. This 
activity is commonly referred to as 'Greenwashing'. According to 
Acaroglu (2019), 

greenwashing is all about misdirection, showing one thing that 
distracts you from what is really going on. It was rampant in the 
brands' manifesto, vision, mission, social media pages, etc. For 
instance, H&M launched a line called 'Conscious Collection', offered 
along with the fast fashion lines. Ozdamar and Atik (2015) refer to 
fashion practices like these as yet another business opportunity for 
brands and fashion marketers.

WHAT IS SLOW FASHION?
Most of the slow fashion brands came up as a reaction to the 
infamous concept of fast fashion. Similar sentiments were reflected 
in the research study by Pookulangara and Shephard (2013) who 
noted that there was a growth of a new movement counteracting the 
demand for fast fashion called the 'Slow Fashion' movement. But if 
one looks at the idea of slow fashion closely, it can and does prevail 
irrespective of the existence of fast fashion, rather than being an 
antithesis of it. A common mistake we all make is viewing slow 
fashion as an antidote to the issues plagued by the fast fashion 
industry. This results in a loss of the true identity of what actually 
defines slow fashion. An interesting analogy here would be the 
concept of minimalism, which is linked to slow fashion as well but is a 
separate entity in itself. In her research study, Dimant (2012) defines 
minimalism as “an art of stripping a thing of its surplus or 
unnecessary elements to what are essential” (Dimant, 2012, p.2).

Although there are many ongoing debates about what constitutes 
slow fashion and researchers have studied this subject, definition is 
still very vague and doesn't stand independent of the concept of fast 
fashion. Very often, it is also intermixed with the other definitions 
related to fashion and sustainability, and leads to lack of sufficient 
clarity. Unlike fast fashion, slow fashion isn't a trend. 

At his juncture, it will be important to know the various definitions that 
have been studied in the context of slow fashion:

Slow fashion is a social movement like the slow food movement that 
emerged in Italy in response to expanding fast food chains in a 
country where social and cultural traditions favor regionalized cuisine 
and a very intimate relationship with food (Fletcher, 2010).

Slow fashion refers to fashion production and commercialization 
practices that oppose the fast fashion concept (Todeschini et al., 
2017).

Slow Fashion is not about responding to trends but a change of 
mentality that involves thinking about the origin of the garment and 
buying something that won't go out of fashion after one season 
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(Wood, 2009).

Slow Fashion garments are intended to be worn for a long time and 
create a personal connection with the wearer (Holt, 2009).

A concrete definition of slow fashion as defined by Fletcher (2008) 
was that it does not refer to time as its name suggests, but rather to a 
philosophy of being mindful of its various stakeholders' respective 
needs (with ''stakeholders'' referring to designers, buyers, retailers, 
and consumers) and of the impact fashion production has on 
workers, consumers, and ecosystems. The definition that I most 
closely associate with is that the purpose of slow fashion is not to 
literally slow down the textile and apparel supply chain, but place a 
holistic emphasis on creating a more sustainable process, that 
includes design planning, production sourcing, and consumer 
education (Fletcher, 2010).

Based on a self-exploratory investigation, the research paper aims to 
disentangle the complexities and nuances associated with slow 
fashion by presenting a qualitative study. It is not the intention of this 
paper to define an objective definition of slow fashion or differentiate 
between slow and fast fashion, but explore various alternative 
meanings of the former that do not present it as a contrast to the fast 
fashion paradigm. I hold the view that a heteronormative definition of 
slow fashion cannot exist. 

In a quest to understand what exactly constitutes slow fashion and 
giving it a broader definition that is independent of the definition of 
slow fashion, I worked on a matrix. Visualizing slow fashion from a 
personal point of view, I combined the various attributes of slow 
fashion and the interplay among them which is discussed in the 
following section, highlighting what steps I am currently taking and 
what more can be done in each area. Using the metaphor of a rubric, I 
have looked at slow fashion through a personal lens: how my practice 
informs my personal life seamlessly without any formal boundaries, 
affecting my lifestyle choices. How working in and advocating slow 
fashion is more than just making things responsibly or incorporating 
healthy processes & systems; it is more of an ideology and a 
behavioral change: a satisfying and a humbling experience, building 
mindfulness and sensitivity and bringing about a change in one's 
value systems on a deeper level.

A PERSONAL RUBRIC
Under the umbrella concept of slow fashion, depending on the 
different aspects of slowness, it's definition will always be a 
subjective one. As an individual, we all play different roles on a daily 
basis. More often than not, we are juggling with these roles 
subconsciously. Thus, it is imperative that we fail to realize how we do 
or do not contribute to a healthier fashion industry. I came to realize 
that these interconnected roles build the person I become every day. It 
is not a change in just one aspect of my being that will bring about the 
shift required, but a play of multiple roles. What followed was an 
investigation into the different behaviors I was displaying along the 
various roles - as an individual, as a consumer, as a designer, as a 
maker and as a teacher. I visualize my research as a rubric of my roles 
against the different parameters of slowness.

AS AN INDIVIDUAL RESIDING IN INDIA
Slow fashion in the context of India is considered to be something 
quite inherent. The act of buying only the needful, preserving things, 
taking good care of them, all of these have been a part of ongoing 
practices since generations. Our parents, grandparents and 
ancestors have been imbibing slow processes, that lead to a lifestyle 
that was not characterized by a fast pace. From how we cooked our 
food, to the clothes we wore, the materials we used, to the values we 
hold, all spoke about a certain slow-paced lifestyle.

While we have been practicing slow fashion quietly, it was never 
termed as such. The irony of the whole scenario was that Indians 
realized the sanctity of their slow lifestyle and processes, as a 

consequence of the predominance of fast fashion, and only when 
they were paralyzed by the harmful effects of fast fashion. What 
existed as an original concept, failed to speak for itself, without the 
crutches of fast fashion. This echoes similar sentiments as 
discussed previously, about how slow fashion as a concept is defined 
as reverse of fast fashion. 

As an individual I feel responsible to spread and discuss as widely as I 
can, the baby steps I take towards a better planet so as to encourage 
and motivate others. Small steps like the alternatives to plastic cutlery 
I adopt or the act of practicing mindful yoga exercise daily. These 
might seem to be inconsequential measures but they help in building 
a hearty community. We live in times where the social media could be 
used as a very powerful tool to voice your opinions, influence others 
and create a lasting impact. So why not consciously utilize it?

AS AN AWARE CONSUMER
Irrespective of the fact that whether you work in the fashion industry 
or not, if you wear clothes on a daily basis, as Orsola De Castro in an 
interview with Centre for Sustainable Fashion said, “Our wardrobe is 
in the fashion supply chain, whether you act retrospectively or 
forward thinkingly” (Centre for Sustainable Fashion, no date). You 
automatically become accountable for whatever is happening in the 
fashion industry currently. 

The concept of a 'Capsule Wardrobe' caught a lot of attention in the 
last few years. As described by Todeschini et al. (2017), capsule 
wardrobe involves a “commitment to owning and using only a limited 
amount of clothes for a fixed period of time (e.g., a season or a year) 
and the adoption of a generally critical approach to consumption that 
prioritizes conscious and moderate acquisitions of new goods. These 
drivers generate sustainability by opposing compulsive consumption 
and fostering a minimalist conscience among consumers” 
(Todeschini et al., 2017, p.765).

But, as I personally observed, one realises the actual benefits of a 
capsule wardrobe only after practising it. I incorporated this approach 
for four weeks and it inadvertently became an important part of my 
daily lifestyle. Other than saving up on my morning time in picking out 
clothes for the day, capsule wardrobe help me give the much-needed 
breathing space in my wardrobe. It may sound inconsequential, but 
decluttering one's wardrobe is akin to decluttering one's mind. An 
important lesson I learnt in this process was that one should always 
shop for needs and not for wants. Adopting this decision-making 
criterion while out for shopping makes a lot of difference to the 
fashion industry and its various stakeholders at large. I realised that I 
do not feel the need to stock unnecessary clothes anymore. I began 
treasuring what I have in my wardrobe already and make more 
informed decisions when it came to buying more clothes. If at all, I 
now tend to shop for basics that can last in my wardrobe for a longer 
time. I pick up more versatile garments that can be styled in different 
ways, that can easily translate one season to the next. I look for good 
quality pieces because they are more durable. I also go for clothes 
that I can swap with my family members so that multiple people can 
wear them. Although, I want to buy second-hand clothing but there 
are lack of appropriate channels to shop from. Buying second-hand 
comes with cultural differences, depending not eh context one is 
operating in. In India, it is still not considered a healthy practice 
irrespective of the economic status or the quality of the second-hand 
garment. 

Nevertheless, it is important to note that you as a consumer can make 
a concerted effort in engaging in and promoting responsible 
practices as part of slow fashion by lowering down consumption and 
imbibing slowness.

AS A DESIGNER
Todeschini et al. (2017) point out that “Decisions affecting the whole 
product are made during the design phase concerning quality, 
appearance, materials, manufacturing processes, and associated 
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costs” (Todeschini et al., 2017, p.767). As a zero-waste designer, I 
work around how I can create garments without producing any 
wastage. Through the process of folding a rectangular piece of fabric, 
first on the body and then on the dress form, different shapes around 
the body are explored. Without cutting any fabric as a piece from the 
rest of the fabric, the fabric is worked upon on the dress form. If any 
fabric is cut, it is utilised within the premises of the original fabric, 
thereby producing zero fabric wastage in the process.

In a general fashion industry practice, a pattern is cut for a garment 
based on a sketched idea. When a fashion designer is sketching a 
garment, the design of the garment is more of a consideration than 
the shapes of the pattern pieces or the width of the fabric. The main 
aim of the sampling or production unit is to realise the sketched idea 
in three-dimensional form. In my initial research as a zero-waste 
designer, I discovered that the construction phase of a garment 
results in 10-20% of fabric wastage, on an average (Rissanen, 2013). 
He further noted that the key construction to zero-waste fashion 
design is the separation of roles of fashion design and pattern cutting. 
This dichotomy is the main reason that distances fashion design 
from issues it could address, such as fabric waste. People involved in 
the garment-making process work at different physical locations, at 
times separated by continents. Even in an independent designer's 
studio, the tailoring unit is segregated from the design unit, the 
interactions happening at different floors/units. In my process, I 
follow an innovative approach termed as DPDC that is discussed in 
detail below.

DESIGNING, PATTERN-MAKING, DRAPING AND 
CUTTING (DPDC)
DPDC, a synthesis of Designing, Pattern-making, Draping and Cutting 
is an approach that incorporates zero-waste techniques using one-
piece fabric. It challenges the predominant roles and relationships 
between and among designer, pattern-maker, cutter, etc, instead of 
them working in isolation. The strategy aims for equal participation by 
all the people involved in the process especially, the pattern-makers, 
to be working closely with the designer, merchandiser, the cutter and 
the tailor. Current ZWPC approach looks at how zero waste garments 
can be made through intelligent pattern-making and designing 
techniques. In addition to this, DPDC looks at the approach of cutting 
and draping, including the roles of designer and merchandiser as well. 
The whole process, is like a narrative being formed with the 
transformation of a 2D into a 3D form. It is a form of discovery. 
Following the approach, I am constantly moving back and forth from 
the pattern-making/cutting table to the dress form, making 
alternating decisions since at times some decisions that cannot be 
taken on the table (e.g. how the garment falls/ movement aspects. 
openings, etc.) can very easily be visualised on the dress form.

DPDC is about breaking the rules of pattern-making and questioning 
the set definitions. Unlike the conventional process of pattern-making 
where the final look is generally predictable before the cutting process 
is finished, it is the intuition and creativity that guides the process. 
This practice-based approach allows people involved in the process 
to take on different roles; blurring the hierarchical roles: the pattern-
maker become the designer, the designer becomes the cutter the 
cutter is the draper, so on and so forth.

Initiating the practice with step-by step origami, taking reference from 
'Secrets of Origami' (Harbin, 1997), starting with a square-sized piece 
of paper and creating folds, it was a curious and an inquisitive process 
as to how the folds on paper would translate onto fabric in the form of 
a garment. The translation lead to interesting discoveries in terms of 
construction and wearability. Although one of the initial challenges in 
this approach was the way folds on fabric were behaving differently 
than they do on paper. But this was an interesting point of discovery. 
Some of the folds were tucked here and there or at times draped at 
certain areas, a piece cut and adjusted elsewhere or just made to fall 
naturally. This simultaneous process of working on the table and 
taking the garment on the dress form and back & forth, is what DPDC 

approach entails. When a half-folded fabric was put onto the dress 
form, the folds could be draped around the body in interesting ways, 
or pieces were cut and accommodated in another part of the drape, 
and any piece cut from the square piece was accommodated as a 
pocket, layer or just as a reinforcement.
Thus, in addition to using a whole piece of fabric and not creating 
waste the garment is also designed for endurance (Aakko & 
Niinimaki, 2013, p.7).

Figure 4. Triangle Fold Top by Pragya Sharma, 2019.

Figure 5. Assemblage Dress by Pragya Sharma, 2019. 

Improving one aspect towards a better fashion system model is not 
enough. One needs to look at the system holistically, in order to 
address multiple issues at the same time. Strasser (1999) claimed 
that, “When someone deems a material entity undesirable or 
unnecessary, it becomes waste” (Strasser, 1999, p. 5). One of the 
main goals of DPDC is to use waste as fabric source instead of virgin 
material. The aim is to arrive at a square or a rectangular shape 
achieved through patch-working waste (sources of which could be 
end-of-roll waste, cut and sew waste, etc). In my practice, any 
rectangular or square waste generated is not considered waste. It 
was observed that majority of the shapes in cut and sew waste were 
curvilinear and difficult to patch together. Contrary to this, the 
rectangular or circular waste can be used to make a different garment 
without any further wastage being involved, since the off-cuts can fit 
well as in a jigsaw and so can triangular waste. Thereby, not all waste 
can be rendered as waste in its true sense.

When it came to utilising and arranging fabric around design, it 
offered a lot of possibilities. Some of the fabrics were engineered 
around zero waste design (See Figure 4 and 5). The garment can be 
worn front-back thereby offering two different possibilities to the 
wearer: plain front or button-down front. So, there were possibilities of 
multiple designs within one cut of cloth. The approach also takes into 
consideration fabrics and aesthetics, opening, functionality etc and 
nothing is known beforehand on paper (unlike how the design 
process usually operates). The entire decision making is happening 
while the fabric is being cut, stitched, draped, finished etc aiming for 
more interconnectedness in the whole fashion system.

The design experiments are scalable and can form part of an open 
source design which is built on the premise that people have skills and 
are willing to share them and can successfully collaborate on large-
scale projects without being controlled by markets or management. It 
offers the prospect of a more inclusive and participatory model for 
fashion and textiles. In the case of DPDC approach, individual 
designers as well as big retail companies can use these designs, 
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incorporating their aesthetics alongside. 

Aakko and Niinimäki (2013) observed that the width of the fabric is 
crucial for the design process because it imposes limits on the 
patterns. It was analysed that the garments made through the DPDC 
approach are fabric width dependent, giving flexibility in terms of the 
many sizes that can be accommodated. The width of the fabric will 
define the size of the garment. It becomes the definition of size for a 
garment. The garments are labelled as fabric widths, giving the 
consumer an insight into how the garment came into being. The 
longevity of any garment is also affected by how interested the 
consumers are in the story behind their clothes; in this case, how the 
garment design was based on an origami fold. Once the garment has 
been worn completely, the individual pieces can be put back together, 
since they were all the part of the same garment, and can be brought 
back to the original square shape. Similarly, McQuillan (2005) 
explored the potential of dresses made from a single piece of cloth 
that could be returned back to that single piece of cloth. They 
transformed from 2D to 3D and back again. 

Another advantage of this technique, in addition that the garment can 
be worn in multiple ways, is that it can be worn by different body types 
as well. On a particular body type, the same style in different widths 
would drape differently. The wearer, in essence, is giving a certain 
character to the garments, and is independent of the size the wearer 
chooses to buy. 

Slowness is not ingrained in just one aspect of my design and 
production process, but I try to embed it across the entire supply 
chain. I work with end-of-roll waste fabrics or surplus fabric sourced 
locally. I also work with handwoven fabrics, woven in different parts of 
India like Bihar, Uttar Pradesh, Madhya Pradesh, etc. I do not engage in 
mass production of clothing. I create small collections and receive 
customisation orders on them. These practices echo the research 
work of Ozdamar & Atik (2015) who posited that slow fashion 
emphasises balance - as there is no time pressure, it allows suppliers 
to plan orders and predict the number of workers needed in the long 
term, giving companies time to build mutually beneficial 
relationships. I get the garments stitched locally - both sampling 
production are outsourced to small facilities around. For my 
packaging, I use bags created from waste muslin fabric retrieved 
from discarded muslin fits from my previous collections. I patch the 
pieces together using the Korean patchwork technique of pojagi (See 
Figure 7). It is a very time-consuming and laborious process but the 
results are worth the effort.

Figure 6. Zero Waste paper fold explorations by Pragya Sharma, 2018

Figure 7. Pojagi Bag for packaging by 
Pragya Sharma, 2019

I understand that as a designer, one is 
shouldered with the responsibility of 
disrupting the industry and bringing 
about a positive change, by designing 
solutions around the issues plaguing the 
fashion industry. Designing an effective 
change doesn't happen overnight. It is 
characterised by a slow and steady 
process(s). As a designer or a brand, if 
you want to practice slow fashion, do not 
just add on to the existing pile. The world 
doesn't need any more clothes. If you 
can divert people from shopping from 

fast fashion retailers to something which is more consciously and 
transparently produced in a healthy working environment, it is a great 
undertaking. Do not engage yourself in mindless production of 
clothes but create something that fulfils a purpose, that serves a need 
in the market, that fills a gap, that generates a social impact. 
Designing consciously shouldn't come as an afterthought but should 
be in-built in your designing and production processes. Devote time 
and focus on what kind of a business model are you trying to build? 
What are your ethos and values, that you stand for? Slow fashion is 
not just about embracing classics, or literally slowing down the 
production process; it is a means of incorporating social 
responsibility, sustainability, transparency and other core concepts to 
improve businesses practices along with maintaining profit (Fletcher, 
2010). Strategise your production process well and reflect on how you 
can adopt more efficient processes within your supply chain.

Identify, co-create and work in collaborations with various 
craftspeople and artisans around you. Having a set-up in India, one is 
endowed with the perks of being surrounded with indigenous craft 
practices in whatever context one is situated in. It leads to a lot of 
learning in addition to benefiting both the brand and the craft 
community “Supporting local business will nurture the idea of 
belonging to a place, through which identity and emotions will be 
bonded to the garment” (Hirscher & Niinimäki, 2013, p.4).

As a designer, it is also important to understand what affects a 
consumer's buying decision. Are consumers open to purchasing 
garment made slowly & consciously? Are your slow fashion garments 
affordable to the aware consumer? Chi (2015) found out that the price 
and quality of a garment are significant factors in purchasing decision 
making while social and emotional values are considered important 
but secondary. And equally important is the design of the garment. 
For slow fashion to sell, it has to look aesthetically pleasing.

“Today, fashion is full of contradictions. People express that they are 
interested in sustainability, but continue to seek out fast inexpensive 
fashions” (Johansson, 2010). This situation is commonly referred to 
as 'Cognitive Dissonance'. According to McLeod (2018), cognitive 
dissonance involves conflicting attitudes, beliefs or behaviors that 
produce a feeling of mental discomfort leading to an alteration in 
attitudes, beliefs or behaviors to reduce the discomfort and restore 
balance. In this scenario, the behavior of the consumers and their 
judgements are not in alignment with each other. They are well aware 
but are unable to act accordingly.  One can easily relate to such a 
phenomenon while one is out shopping for clothes.

As a slow fashion designer, understand the disposal habits of the 
consumer. When do people discard a garment? One can very 
intensely work with longevity, creating garments that are timeless, 
versatile and built to last. Focus on producing quality garments. What 
about the after-life of the garment you are producing? Is the 
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consumer aware about how he/she should safely discard the 
garment? How can the consumer look for alternative ways of using 
the garment before disposing it off forever? This can be an interesting 
point of engaging the consumer. One can provide avenues for 
consumers to re-use or up cycle their garment. Dilys and Fletcher 
(2009) were of the view that in today's times, consumers are looking 
for transparency. It is mainly because transparency helps the 
consumer trust the brand. If a consumer is interacting consciously 
with slow fashion while buying, he/she makes a decision, about the 
brand they should buy from. In doing so, they are putting their faith in 
the brand.

Consumer education plays a vital role in your existence as a slow 
fashion brand. “Most people lack knowledge regarding how the 
garment is made, or what the environmental consequences of 
artificial fibers and intensive cotton production are. This lack of 
awareness is thought to be a result of a lack of media coverage” 
(Vehmas et al., 2018, p.289). Educating your consumer involves 
enlightening them on how to maintain or take care of their garments 
post the purchase, consider aspects like laundry, ironing, washing, 
drying, etc.  Are they looking at the care label attached on the inside of 
the garment? Todeschini et al. (2017) are of the view that “consumer 
education can be a catalyst for changes in consumer behavior 
towards more sustainable individual practices related to fashion”.

It is usually seen that consumers do not dispose off a garment quickly 
if they are able to connect with it emotionally. The garments you are 
producing need to appeal to the consumer emotionally. In their study, 
Pookulangara and Shephard (2013) discuss that some people 
consider pieces that were handed down from their parents or 
grandparents as 'slow fashion' pieces since they were more valuable 
to them due to the shared history of the product with their family 
members. This reinforces the belief that slow fashion garments are 
intended to be worn for a longer duration and create 'emotional 
durability' i.e. a personal connection with the wearer, which will ensure 
its longevity and increased chances of passing  it on to the next 
generation (Holt, 2009).

Another emotional component of the consumers also involves 
building an emotional connect with the faces behind the clothes you 
are making. Sharing who are the people who are cutting the fabric for 
your garment or who is stitching your garment on the machine or the 
one finishing it. As Hirscher and Niinimäki (2013) point out in their 
research study, “Designers have to reserve the space for emotional 
bonding and memory with the products” (Hirscher & Niinimäki, 2013, 
p.6). This will create a new kind of relationship between the product, 
maker and user (Fletcher & Grose, 2012). As a brand one can become 
involved in the practice of participatory design. If one is designing for 
the customer, it is crucial that they are made equal participants in the 
design process. Hirscher and Niinimäki (2013) explore the question 
“Does participatory design process and consumer's own activity 
open opportunities to behavioural change?” (Hirscher & Niinimäki, 
2013, p.1). What are the consumer's expectations from a product 
produced in a slow fashion? In their research, Hirscher and Niinimäki 
(2013) talk about how half-way clothing can help in participatory 
design. Not just the design and economic viability, consumers want to 
know how their behaviour has affected in less harmful practices in the 
industry and look forward to seeing the results that have been 
achieved (Vehmas et al., 2018).

AS A MAKER
As a hand-knitter, I appreciate the process of making things slowly 
and by hand. The mindful and careful process also helps me produce 
minimal wastage. I try to incorporate techniques like up cycling and 
reuse in my act of making. I try using materials that don't leave a 
negative impact on the planet and its resources by incorporating 
materials that are locally sourced. I also ensure I am involving other 
socially vulnerable communities and utilizing their skills in the 
process of making. As a maker, I also feel accountable for the end-of-
life phase of the garment. So I constantly question what all options 

the consumer can be provided with?

AS A TEACHER
As a design mentor, I feel responsible for not just building an 
understanding and awareness among my students aware about the 
detrimental state of the industry but also guide them on the 
importance of slow practices, so that they can design mindful and 
long-lasting solutions. Students need to know how they can act as a 
catalyst in designing change. Imbibing life-long values in students 
regarding ethicality and healthy production practices can help them 
design innovative solutions and building an initiative that leaves 
considerably less carbon-footprint on the planet. As a teacher, I try to 
embed slowness in all their processes and work as a design student 
so that it translates well later in life when they'll be working as 
designers in the industry.

The above rubric aggregates how the different roles I play help in 
defining my personal viewpoint of what exactly constitutes slow 
fashion. Other than highlighting the areas where I am working for or 
against a more just fashion industry, the rubric helped me derive 
helpful conclusions as to what are the other steps I can take under 
different roles. It made me discern that it is just a matter of starting 
things slow, letting them move gradually. One leads a process slowly 
inherently and it builds up from there, seamlessly becoming an 
important part of your daily habits and processes. That is what should 
be defined as slowness, as opposed to the idea of slow fashion being 
an antithesis to the fast fashion concept. As is evident from the above 
primary research, I identify myself and I am more aware of my role as 
a consumer and a designer. I still need to work as an individual, maker 
and a teacher and see as to how else can I build things in a slow 
fashion.

CONCLUSION
The way in which the current fashion system is operating needs to be 
altered at a fundamental level. The fast-fashion production model 
using cheap materials is problematic because it is environmentally 
unsustainable in a number of ways (Ledezma, 2017). And not just 
harmful to the environment, according to an article in Guardian 
(2018), “Thousands more workers still labor in sub-contracting 
workshops. How many people these workshops employ, and under 
what conditions, is unknown.” To less the harmful impacts of fast 
fashion, different aspects of slow fashion should be valued. As aware 
consumers and slow practitioners, it is our responsibility to inspire 
people. Initiations are tough, but we need to start somewhere. Engage 
more with your peers for a collective change. Use technology as a 
useful tool. As Pinchbeck (2018) reflected in his book, “Individually, 
people are highly susceptible to peer pressure; collectively, the 
multitude has a powerful herd instinct. If we are going to disseminate 
a successful alternative to self-destructive over-consumption, we 
need to leverage what we know of human psychology” (Pinchbeck, 
2018, p. 255). It is true that a industry requires a systemic change but 
things will eventually happen on a larger scale, when changes are 
made on an individual level. Yes, you can make a difference. Yes, you 
can bring that change. “We possess the innate ability to analyze, 
understand and overcome our conditioning. We can make free-willing 
choice to transform our own inner nature” (David Pinchbeck, 2018, p. 
247). The rubric will help an individual relate to his/her roles and see 
where he/she can act or contribute in a more constructive manner. 
We should engage in constant endeavors to visualize slow fashion 
from a different lens compared to what we are wearing currently - 
seeing it as if fashion, as we know and understand it today, never 
existed.

I would want to conclude the paper with a profound statement by 
Mark Liu - “[To] sit back and be part of the system is not good enough. 
We have to try to invent new ideas and be continually researching” 
(Black, 2013, p.248).
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INTRODUCTION
This study focuses on how the needs of artisans, the social enterprise 

(business ) and the customer are all addressed in a new middle-man

social enterprise business model with an upskilling integrated 

workshop programme. The model intends to empower marginalised 

communities from poverty by creating more significant commercial 

opportunity and fairer value proposition for their local artisan wares. 

Greenhalgh (2003) states 'the position of craft straddles in between 

art and design economies, with artists selling their wares for a profit 

margin and designers producing for mass-production, craft often 

gets the worst of both worlds. Considering that craft products lack 

the prestige of art or reproductivity of product design, craftspeople 

often have to resort to selling their wares at mass production prices'. 

Craft is an intrinsic part of an artisans' home, ritual, identify and 

culture. It is often the only way they have ever known how to make 

money and is their entire existence to life and self-expression. 

Craft defined by Campbell, (2005) is the activity where a product is 

designed and crafted by the same person through knowledge of the 

history and the tradition. It is essential to understand the rich history 

and national identity of an artisan; it is a reflection of an artisans' 

environment within their historical, cultural and social contexts, this is 

something we must sustain and continue (Shiner, 2012 & Michaud, 

2000). Of recent, there has been a demise in the traditional craft due to 

manufactured alternatives costing cheaper to source and sell on the 

markets resulting in artisans becoming distributors rather than 

makers to earn money to survive (Bell & Jayne, 2003).

Craft skills are under threat, yet through upskilling and aligning craft 

with segmented markets, often luxury markets this is being 

combated incrementally across the globe. The insertion of 

educational transaction models from pioneering social enterprises to 

communities restores commercial opportunity in what are often 

communities with high rural-urban migration. Many social 

enterprises are working internationally providing the chance to 

connect artisans to markets, via globally recognised brands. For 

example, Stella McCartney and Kenyan artisans to develop a small 

bag collection and Vivienne Westwood followed, an opportunity set 

up by Simone Cipriani in 2009, the CEO of the Ethical Fashion Initiative 

EFI not every craft village or artisan can connect with . However, 

Hermes or equal it would be unreasonable to think so. There are 

estimated over 200 million artisans globally and according to 

Research and Markets, (2019) the global handicrafts market in 2017 

reached a value of US$ 526.5 Billion and is expected to reach $984.8 

billion by 2023.

Main Body 
Unfair Artisan Value  
Artisans in their local market stalls sell their hand-crafted wares for an 

insignificant value, their products made from raw materials located in 

their local community which they are bound. The time spent sourcing, 

manufacturing, preparing and selling is labour intensive. It amounts 

the value of time invested in harnessing their heritage. Artisans 
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ABSTRACT 
This conference paper will define craft and review existing business 

models, connecting artisans to their end-users; through case studies 

of the Ethical Fashion Initiative, Fashion4Freedom, Ware Crafts and 

Pachacuti. Subsequently, an analysis of needs, needs of the artisans, 

the social enterprise business middle man, and the consumer will 

address, the results of this information will harness to develop a new 

business model, the Artisan Market Model AMM. The new model 

proposes to change the role of the social enterprise business middle 

man from a service provider to knowledge provider, increasing the 

profit direct to the artisans. This is through an integrated intermediary 

short-term upskilling programme that reviews the craft of artisan 

communities through a commercial lens and supports the delivery of 

modern crafted 'user-centred' useful designs to niche craft 

consumers. 

Artisans will initially be selected based on selected specific criteria; if 

nominated communities proceed to collaborate on the AMM model, 

artisans will have incremental guidance through their personalised 

upskilling process. Examples include; material consideration, trend 

development, designing with the consumer in mind, prototyping, 

using the internet, how to market themselves. Artisans guidance to be 

more proficient in their product development process, and providing 

the engagement which connects their outputs to consumers who 

want, need, desire and consume products for a fair value and enabling 

artisans to rise from poverty through their work, while preserving the 

rich heritage and culture of communities from across the globe. 

The research aims; firstly, clarification of existing business model 

looks like through case study, both with and without an initiative or 

collaboration in place. Secondly, what is the new social enterprise 

business model and how does the integrated programme fit? How 

through understanding the needs of each party involved can a user-

centred product be developed? And three; why would artisan's want to 

be involved? What makes this social enterprise model innovative? 

And fourthly; what is the possible impact that the integration of the 

AMM model and integrated programme could have on the artisans 

and the communities that they are stakeholders in? From the 

discussion, it has emerged that to determine the further development 

of this research; there is a need to gather primary research from 

artisans and their marginalised communities for many reasons, 

initially to understand the responsiveness of future collaboration. At 

this stage, this paper aims to develop a framework to investigate the 

impact of the  model and integrated programme. The future of AMM

this paper will through case study select an artisan community-based 

in the Northern Hemisphere of Vietnam, designated for it of possible 

sizable commercialisation in the current market. 

#Keywords: Artisans. Crafts. Value proposition. Vietnam. Business 

model. Education. Sustainability. 
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payment is below the national poverty line, which is subsequently 

lower than minimum wages in most countries (Tung, 2012) An 

example of this is, an aLoui artisan weaving the yarn to make the 

fabric for a jacket, can take more than ten days, around 8 hours a day, 

to create from raw material harvesting to completion and is sold on a 

market for no more than $50 (Fashion4Freedom, 2019). Artisans are 

not valued accurately for their labour or creation; this is evident in their 

local settings when both home and international clientele forage 

through craft products haggling for bottom-line prices. It is unfair. 

There is also the involvement of dealers. Craft dealers are rife in 

central tourism markets and them often along with the government 

take a financial cut of items sold, reducing the profit for each artisan.

In addition to minimal market prices, there are examples of 

substantial cooperation's inappropriately using and disrespecting 

national crafts for the benefit of their own; this is Cultural 

misappropriation - the use of culture or aesthetic from a specific 

group and use them for their benefit. The Arts and Ethnology Centre 

(TACE) exposed Max Mara plagiarising the Oma ethnic minority 

group from Laos, without any acknowledgement or compensation for 

using their national identity and creativity to benefit one of their 35 

brands (TACE, 2019).  As Italy's largest fashion house, across 2,300 

retailers they are selling hackneyed Oma traditional clothing, 

replicating silhouettes, colour-ways, fabric compositions, motifs and 

this has played out with no consequence for the loss of the artisan's 

creativity. The imbalance here is unjust. Large corporation fashion 

brands profiting from the traditional designs of ethnic minority 

artisans in rural Southeast Asia, for substantial value. In the right 

hands, the revenue from the sales would support individuals and 

communities of the Oma ethnic craft, lifting them out of poverty 

(TACE, 2019). 

Social Enterprise Collaboration 
To combat the commercialization issues discussed in 2.1, forward-

thinking social enterprises proposed new ways for artisan 

communities to work that focus collaboratively on upskilling, through 

educational transaction models to produce higher volumes of 

product to sustain the communities. This enables a fairer distribution 

of value with most proposing to pay a , Living Wage a wage high 

enough for individuals who work a 'normal' week to be able to 

maintain a 'normal' standard of living (Oxford press, 2019; Wage 

Ladder, 2019, Ethical Fashion Initiative, 2019). It is calculated based 

on location, and it is to cover; housing, food, education, health and 

sanitation, transport and other needs, as well as clothing and savings 

to lift workers out of poverty (Ethical Fashion Initiative, 2019). A living 

wage sits at four stages up than the national poverty line on the Wage 

Ladder tool. Developed by the Fair Wear Foundation, the Wage Ladder 

is an online tool benchmarked by local trade unions, NGO's labour 

groups, national & international statistics, UN Poverty line, 

government agencies and business associations requested to 

estimate a living wage for their region. A necessary tool that initiatives 

implement to ensure a reasonable living wage is explicit. 

The Ethical Fashion initiative, EFI, bridges the gap between 

marginalised communities in deprived rural locations and globally 

recognised fashion brands (Ethical Fashion Initiative, 2019).  EFI's

pioneering business model established in the late 2000 offers 

meaningful and fair work opportunities, supporting the acquisitions 

of tools to technology, further training, mentorship and fundamental 

direct links to future markets. These investments improve the lives of 

the artisans considerably by empowering artisans to work for their 

living and rise out of the poverty that so often surrounds them. Not 

charity, just work, is the slogan embellished on the EFI website 

echoing their fair work model.  works with a selection of countries EFI

located in the Southern Hemisphere, including Afghanistan, Kenya 

and Mali. Through the programme, the artisans collaborate with the 

brand partners, of which to date there have been over 30, many who 

are internationally recognisable across a variety of market levels 

including Mimco, Zazi, Max&Co, Camper Stella McCartney and 

Vivienne Westwood.  selectively work with brands who meet their EFI

EFI compliance scheme, where a code of conduct, fair labour 

standards and a living wage are signed off, a detailed impact 

assessment is carried out, protection of the environment is a 

consideration, and traceability and transparency are accountable 

(Ethical Fashion Initiative, 2019). 

The impact assessment verifies work and social impact.  collect EFI

extensive data to measure the impact of rigorously. Before a 

community is integrated into the programme and subsequently the 

value chain, a baseline impact assessment conducted to evaluate the 

product life-cycle, in particular, the manufacturing process. They are 

tracking the social impact on communities, the people within them 

and the environment that surrounds them. If successful, this 

information is shared with the brands and is often integral to their 

marketing materials, sharing the story of the product. A yearly impact 

assessment will be in action to consistently measure the positive 

impact and alignment to the UN Sustainable Development Goals. The 

report breakdown looks per collection and reviews the gender 

balance, satisfaction, workers' wages (food, clothing and schooling 

for their children) as well as capturing a snapshot of testimonials, 

images and the training they have received. An internationally 

recognised example is from 2017, when Kenyan men and women 

connected to the initiative, working directly with Vivienne Westwood 

to produce a bold, gender-neutral handbag accessories collection 

(Ethical Fashion Initiative, 2019). 

Wear Crafts business model, over ten years ago Paula Pena Amaya 

realised her design collaboration through a group of talented artisans 

while walking the street of Alta Guajira and subsequently created the 

Ware Crafts business model (WareCrafts, 2019). Combining her art 

and that of the artisans, Paula created the first  collection. Ware Crafts

Ware Crafts is a brand of Bizsmart, a Colombian social 

entrepreneurship business of luxury handicrafts produced by 

indigenous Wayuu artisans located in the La Guajira region of 

northern Colombia. Made up of a series of social entrepreneurs from 

multiple backgrounds including finance, social enterprise developers, 

designers and builders, they work together with approximately thirty 

women. They use a circular business model, providing the raw 

materials to the artisans, developing their designs and products in the 

communities concerning the artisans' time, promising fair and 

punctual payment for the handicrafts. They connect to the 

consumers through global marketing, bringing artisans to end-users' 

which means giving profit from each sale and social investment to 

improve artisans' livelihood. They state their value propositions have 

traceability, which means customers have the opportunity to learn 

about where their product has come from and fair pricing, with 

artisans making money through more equitable distributions of the 

profits. The artisans compensated through a percentage of each sale 

and a community investment fund (WareCrafts, 2019)

Fashion4Freedom invented a new ecosystem and were pioneers in 

developing manufacturing systems that supported agriculture and 

crafting communities in pastoral Vietnam (Fashion4Freedom, 2019). 

In their words, they began as an experiment with Go Vap Textile and 

Production Trade School and then over a ten years ago the trial scaled 

up with a philanthropic investment fund to invent an accessible, 

luxury quality, circular supply that is now available to any brand to fulfil 

their design visions. Fashion 4 Freedom focus on six core issues, 
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sustainability, transparency, production diversity, environment health, 

materials and resources and respect for the craft. Zero waste is key to 

its production. As a company, there are many services they offer, 1/ 

Design, prototyping and sampling, 2/ Business Analysis and planning, 

3/ Sustainability & Ethical compliance, 4/ One-to-one business 

coaching. They have examples of their collections, where they work 

across the groups of multiple artisans to produce beautiful outputs 

for all occasions. Their collection is a showcase of the results that are 

possible, enticing brands, small or large to work with them 

(Fashion4Freedom, 2019).

Pachacuti, The Panama Hat makers combine the heritage of two 

cultures - Ecuadorian weavers from the Andean mountain 

communities and classic British design. Itis the creation of Carrie 

Somers, a forerunner of fair-trade fashion and the founder of the 

Fashion Revolution and formed after the devastating Rana Plaza 

collapse in Bangladesh. The business model they work with is direct 

to the artisans at each stage of the process (Pachacuti, 2019). They 

provide ongoing training and upskilling not just in design 

development and skills, but in self-esteem, human relations, costing 

of products and overheads, health and safety and to sustain and 

develop the weaving community, reducing the migration of the 

younger generation and providing them with opportunity. Not charity, 

just work, is the slogan embellished on the EFI website echoing their 

fair work model. As with the EFI, the collaboration is to build a life out 

of poverty. An educational transaction model integrated to restore 

commercial opportunity. These investments improve the lives of the 

artisans considerably by empowering them to work for their living and 

rise out of the poverty that so often surrounds them. Their business 

model works with a fair price model and measures this continually 

against the government monthly market price of meeting needs for a 

family of 4. It also pushes traceability in the supply chain with pilot 

schemes running with EU GEO fair trade project, designed to provide 

consumers with geo-specific environmental and social data about 

the products and purchase (Pachacuti, 2019).

New Proposed Model
Why do we need a review of the existing models? The models' 
available concentrate on an artisan brand collaboration or, an artisan 
and designer collaboration with a direct route to market. However, not 
every craft village or artisan can connect with a luxury brand or 
designer, and it would be unreasonable to think this was a possibility 
for all. The problem with the current approach discussed above is that 
it creates a bottleneck approach with only a select group of fortunate 
artisan communities selected for their products, but with no 
mechanism put in place for the other hundreds of craft communities 
across the globe. With 200 million artisans globally, there is a 
requirement to be realistic. Not all can be connected to a brand or a 
designer to produce. Artisans need to be empowered; they need to 
develop their knowledge and skill-set to break down the barriers to sell 
their products independently at both a local and international level. 
The new social enterprise model proposes to change the role of the 
social enterprise business middle man, from a service provider to 
knowledge provider. With craft perceived as having the highest 
potential in the market growth in a globalized market, it is the right 
time to harness artisan products (Niedderer, No date)

Before the AMM model developed, it was essential to understand the 

needs of the artisan, the social enterprise (business ) and middle man

the customers involved. Split into two halves; operations and supply; 

which includes artisans and the Social Enterprise (business middle-

man) and consumers; this half identifies all the needs of the 

consumer, what is a pre-requisite for them to purchase? It is essential 

to understand the requirements at each stage to develop the new 

business model that anticipates meeting all of them while addressing 

the fundamental obligation of fairer valorisation to the makers - the 

artisans.

From secondary research and experience, the following needs have 

for each party involved is outlined;  the Knowledge to Artisan Needs 

become their own business commercially protected craft; upskilling; ; 

education in future markets; technology and sustainability; knowledge 

of trend, colour, style and relevance; contemporary user-centred 

product and appropriate value for their produced outputs. Business 

'Middle Man' Social Enterprise Needs: To understand the artisan, the 

people, the communities, the heritage, the tradition & the craft 

produced; connect artisans to new suitable markets; develop an 

engagement platform where artisans can upload their product 

themselves; develop a brand narrative adding value to the product and 

be market sensitive. User-centred product that is Consumer Needs: 

useful and fulfils a consumer need; authentic, high quality, sustainable 

product with a transparent supply chain; traceability to the maker, 

aiding the consumer to understand the actual cost and craftmanship 

invested into their chosen product.

Figure 1.0 The needs of Artisan, 
Business and Consumer 

The  business model has developed to disrupt the supply chain. AMM

It is an opportunity to increase profits to the artisans, through an 

integrated intermediary short-term upskilling programme that 

reviews the craft of artisan communities through a commercial lens 

and supports the delivery of modern crafted 'user-centred' useful 

designs to niche craft consumers. Artisans community's selection 

process will be on specific criteria. If the artisans would like to 

collaborate on the  model, artisans will be guided step-by-step AMM

through the educational upskilling workshops; which includes a series 

of specially developed workshops, for example; material 

consideration, trend development, designing with the consumer in 

mind, prototyping, using the internet, how to market themselves 

locally and internationally. This will guide the product development 

process, with a focus on functional, useful design, safety standard 

products to be developed for a contemporary market and through the 

rotation it is thus lessening the involvement of the business therefore 

achieving a fairer distribution of revenue. It is argued that living wages 

are often calculated significantly lower for the workers to meet their 

basic needs (Ethical Fashion Initiative, 2019). The inequality in cost 

division from the artisan to the business middle man or retailer far 

exceeds the mark-up value from the factory to the businesses, and we 

are hopeful this new model will combat some of this issue, returning a 

higher proportion of wealth to the artisan. 

The new business model aims to work with the artisans to generate 

user-centred products that target niche segments of the market 

through intelligent data analysis and to connect brands to 

international markets, without the need for a coalition with a designer 

or brand partner. It is an actual business model where the artisan as an 

individual or a community will be the leaders of their income, and 

through upskilling have the knowledge to sell on the provided digital 

market place. It not only addresses the needs for commercialising 
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national identity but also works out the valorisation at each stage to 

enable a fairer distribution of value. The programme works to ensure 

everyone can cooperate and work together and be outward-looking, 

helping and allowing the artisans to lift themselves far beyond 

poverty without a craft or brand coalition in place. Mapping a new 

model with a clear user needs programme will support restoring 

commercial opportunity, through upskilling and aligning specialist 

craft with a segmented market of consumers who are interested in 

individual products. Why not provide the artisans with the opportunity 

to become their own business and sell with a community of other 

sellers to international markets? The go-to engagement platform for 

artisan products to sell directly for the customer.  

The new business model; Artisan Market Model.
The artisan to market model AMM is explained in incremental stages 

below; 

Map potential craft communities
The starting point of the  model is to complete a mapping AMM

exercise with the objective to plot geographical locations of 

independent artisans and communities; to identify key stakeholders, 

craft village conditions and poverty levels; understand the raw 

materials, the craft produced, the crafting process and the current 

capacity to manufacture craft for sale. This process is fundamental 

for strategically selecting not only the initial but also the ongoing 

locations to implement the  programme to take place.AMM

Communicate with artisans' communities 
It is essential to open the dialogue with the critical stakeholders within 

it. A presentation of the  programme and its operations clearly AMM

outlining the programme's aim and objectives, involvement both in 

the short term and the long term, potential positives outcomes and 

drawbacks, enabling the full vision to be understood. The artisans 

must fully engage without this the new model cannot be rolled out; the 

workshops cannot take place and therefore unsuccessful. We need 

them to be the leaders of the  vision, which in turn would benefit AMM

them perpetually. 

Understand the artisans, process, craft meaning and the 
current outputs
The AMM business model is a model with humans at the heart of it, 

with a vision of supporting people to rise out of poverty and receive a 

higher proportion of the revenue from the craft embedded in their 

national identity in a culturally appropriate and honest way. Naturally, 

as any programme would, it needs to understand the people that will 

be involved. We would start with the stakeholders - those whom we 

see as potential leaders of the programme's integration. We would 

want to clearly understand who the artisans are, what they want for 

their community, what the craft means to them, what the 'craft' is now, 

and how they process it. Take an example; some craft elements are 

made out of usefulness, e.g. Baskets in Thailand are produced for 

holding washing, storage, food. Some crafts developed with only 

decorative meaning, and these are the items sold in the markets for 

mass-market prices and a low value based on the labour time, 

material cost and the amount given back. It is insignificant and will not 

pull them out of poverty. What we need to understand is WHY are they 

crafting, so that we know the meaning and therefore can work with 

them in a culturally appropriate manner. Definite knowledge of the 

craft enables  programme to align communities' possible new AMM

markets with intelligibility. 

Product Development 
The development of the core product offering is essential to the 

commercialization of their craft, craft as with all design is not to be 

static, but to evolve with macro trends and modern society. Let's be 

clear, the tradition and rich culture intertwined is not to be lost, but the 

usefulness and practicality of design is a must. There is a requirement 

that the craft producer is someone who exercises personal control 

over the processes involved building the product, the artisan must 

choose to have the final say on the materials, design and product, 

aligning to the heritage of the product (Tung, 2015). Up-skilling with 

the craft adaptations required for current and futures markets can be 

transferred through close review of the seven-stage product 

development process; 1/ , Idea Generation; 2/ , Concept Research

Assess Market; 3/ , Business Analysis, 4/ , Product Analysis Develop

Development, 5/ ; Prototyping; 6/ ; Validation and Testing Approval

Regulatory approval; 7/ , Launch Go to Market Commercialisation

plan.

Concept; Idea Generation This stage is to start the conversation 

around the intentions of the project and will discuss how the original 

craft concerning commercialisation, innovating the concept, 

developing the process and bringing the idea to reality while keeping 

the tradition, culture and values at the core of the product and the 

valued authenticity. Often idea generation is based on a series of 

elements; Known customer requests, the use of data analytics and 

market intelligence to determine, an example of this would be the pre-

requisite for many socially conscious craft consumers is that the 

items purchased are useful, not only beautiful but things with a 

purpose. It is changing the lens of the crafter to make products that 

are user-centred with its design

User centred design approach-  (UCD) is an optimistic  to invent new 

solutions. It starts with human beings and ends with the answers 

tailoring to individual needs. When you understand the people, you are 

trying to reach, and then  from their perspective, and you come design

up with unusual answers, it is the future of design (Oxford press, 

2019) Also, customer pains are there any specific problems that  

customers are experiencing with current purchasing of craft products 

and are there any market research that suggests? Is the product 

contemporary? Does it follow a trend or current themes for shape, 

silhouette, trend? What is the quality level and will it sustain through 

wear or care, is there care labels and instruction for pre and post-

care? These questions need to answer; they determine the evolution 

of the product for new aligned markets. Competitors, who are they? 

What are there outputs, and how will what you create to be of higher 

value to the same customer segment or, be different in design or 

direction of the market?

The second stage, Research in the Market,  Research; Assess Market.  

is crucial to understanding the segments and size the product will be 

targeting and in reflection, the growth potential it has. Market 

Segment and Size and Market intelligence with the crafts market 

estimated to bring in an expected $984.8 billion by 2023, it is evident 

there is a large market of consumers purchasing artisan crafts on a 

global scale. Understanding the future markets where your products 

will be selling is the key to product sales, notes that craft consumers 

are most likely to be people with both wealth and cultural capital. 

Understanding the customers and their wants and needs are required 

if the business wants to remain successful in a competitive market 

place (Camilleri, 2017). It is typically written as part of a product 

marketing to product management report.  

There is a need to develop this further, connecting artisans to 

engagement platforms, either a business owned platform or global 

independent seller platforms such as Etsy. A platform that directly 

targets these consumers that buy into the artisan market. Growth 

potential, mapping out the customers' needs, to review market 

Fashion Colloquia 2020, Jaipur174



opportunity, it is central to developing artisanal crafts that the 

customer will feel composed to buy, that serve a purpose and are 

essential to them. It must harness, a specific requirement of a 

product to meet the need. The demand has changed for customers 

now; it is not just about the item is desirable, but rather a set of wants 

plus the desire is taken into consideration to satisfy them.  From this 

information detailed, market research report, market requirements 

and product definitions will be required.

Analysis; Business Analysis is stage three, you will require a clear 

understanding of the cost of set-up, make and production, what 

resources will be necessary, if the business is going to align craft to 

market it will be required to improve working conditions, to 

understand the cost of upskilling and the time for this re-education. 

Knowledge of developing the craft, so it is ready for market, so it 

follows standards, health and safety regulations, it wearable and 

washable. What are the capital expenses, the potential profitability, 

the margins included and anticipated sales? A meticulous business 

case including a profitability analysis and product requirement 

documents. 

Stage four is  within the current artisan  Develop; Product Development

communities the craft is made-on-demand for sale in their local 

market. Where the AMM model will differ is the scale of demand and 

the integrated process in place that will help archive and record the 

process of making from start to finish. The recording of the design 

ready for production, in the form of technical specifications packs, will 

be mandatory. They are recording the order of making, materials 

selection, the design, cost evaluation, colourways, souring 

touchpoints and timescales.  is stage five. Testing; Prototyping

Prototyping would be required to trial the wholistic product from fast-

testing, health and safety standards to longevity. Prototyping is a step 

in the product development process that ensures the needs and 

standards of all products will meet from both an aesthetic and a 

practical perspective. Measures of the country of sale would have to 

be established and matched, this new stage will acknowledge any 

faults before reaching the customer, developed from instils quality 

and trust into the product that the customer would come to rely on 

when purchasing products in the future. 

Approval; Validation and regulatory approval is stage six of the 

product development process. This is an opportunity to reflect so far, 

providing a chance to fine-tune the product at its current stage to 

ensure it meets user needs fundamentally and is ready for 

manufacturability. Also, providing the relevant information for 

potential scalability, market potential, profitability and any regulatory 

requirements.  Stage seven, Commercialization, launch go to market 

plan. A marketing plan, sales training, distribution plan and collateral 

design and set up launch would all need to be orchestrated to produce 

budgets, product returns on investments and set launch dates. Here, 

knowledge of the considered engagement platform is paramount, 

and when to launch a product to engage customers at the right time. 

Consider several platforms for the most significant opportunity of 

monetization; websites, smartphones and apps. 

Adding value to the customer  
There are numerous ways value can be added to craft outputs, as 

mentioned above, the product can be; user-centred, high quality, 

macro-trend driven, contemporary and authentic, instantly 

connecting to the consumer and providing useful and therefore a 

relevance for the purchase and besides; trademarking the craft, 

development in branding and successively the marketing strategy. 

Also, sustainability is key to adding value to the contemporary 

customer, with more than 30% over global consumers stating they 

prefer to buy an item if marked sustainable (Shaw & Duffy, 2019). 

Protecting the intellectual property of a craft would stop substantial 

cooperation's from embezzling the design and heritage of 

communities and generate exclusivity and prestige of a particular 

craft, strengthening the value of the products and (Phuc and Linh 

2019). This co-inside with the  movement 'One village, one product'

that originated in Japan, encouraging local artisan groups to 

manufacture one unique product to aid their regional economic 

development through collaboration with experts in relevant fields, 

thereby adding value to locally available resources (Tang, 2015). By 

mapping out distinct products, there is a fairer chance for protecting 

trademarks across communities. 

Branding of products, your brand is your reputation; it is to be 

consistent across your selling platforms, prints, signage, packaging, 

website, sales and any content that is published. Branding generates 

awareness about the business, or in this case, the artisan product, to 

create a unique and long-lasting impression. Through the correct 

channels, user experience, social media marketing, email marketing 

brand awareness will begin to grow. The brand's target audience, 

vision, research within the brand's niche, competitors, inherent 

qualities and benefits, logo and tag line, brand voice and message 

must be all well-defined on both a social enterprise 'business level' 

and as artisan communities. Similarly, marketing your product; 

identify your audience, research the competition, define your 

marketing tactics, tools and channels and craft a compelling story.

Consumers who understand the narrative and the journey of the 

product from raw material to the digital market place and each 

incremental stage in-between humanises the process, put a face, a 

family, a community to the product often increases the value of the 

item. This links through to elements of sustainability, in particular 

traceability. It is a compelling value proposition for the end-user, it 

facilitates conscious purchasing, it makes clear the origin, removes 

doubt regarding child labour and working condition, acknowledges 

authenticity to be guaranteed, it provides a brand narrative. It creates 

a transparent supply chain, all essential to ensuring sustainable 

standards and an opportunity to via the website, meet the maker 

understand the work that has gone into each product and 

transportation. 

Educate the Customer 
Time spent educating the consumer of artisan craft is essential for 

customers to understand the actual value of the craftsmanship in the 

products they are buying. Product developing from raw material is 

labour intensive; a single product might take weeks of hard work to 

make from start to finish. An example of this is, the wood pagoda 

carvers of Vietnam take up to 22 days to carve a pair of their infamous 

dragon shoes (Fashion4Freedom, 2019). In the current market, there 

is a disconnect between the artisan and the consumer; this will 

change through proper marketing of products, each sharing a story of 

the maker and the effort that has gone into creating each piece 

(Swanepoel, 2015).

Technology
The integration of technology into the product development process  

is central to the success of the  model. Technology is necessary AMM

from idea generation stage; for capturing customer data, reviewing 

macro trends for both fashion and lifestyle through and design 

development of heritage crafts through to, accessing the internet, 

confidence with using e-commerce selling platforms, inventory 

management, measuring trends and sales. Although there is no 

intention to leave the artisans unsupervised when in need of support 

for this model to work, it will require the artisans to be clear in the 
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management operations of the infrastructure if they foresee a future 

in them being the leader in their own business and reducing the 

monetization of the social enterprise. It must be noted at the mapping 

stage the artisans' capacity to connect to the internet. 

An example of digital empowerment is DEF, Digital Empowerment 

Foundation, based in India, their mission to train participants digital 

marketing and e-commerce to strengthen the individual institution 

and promote market handloom and handcraft online. Covering topics 

such as digital content, crowdfunding and crowdsourcing were also 

discussed for the benefit of artisans and craftsmen. The online 

medium can enable an environment across the value chain - by 

providing visibility beyond individual regions, creating market 

demand without the crippling pressure of intermediaries, and 

establishing healthy supply chain ecosystem (DEF, 2019). If artisans 

can develop these skills, it would also open them up independently to 

sell their products on global platforms such as eBay and Etsy, the 

knowledge we take for granted in the western world, with educational 

opportunities it breaks down the barriers of trying to connect to the 

end-user.  

A framework for feedback 
Actively listening to feedback allows the best possible solution to 

perform better for any stage of the product development process, 

from the; design, design development, purchasing, post purchasing. 

A feedback form for each party involved can be put in place to gather 

and organise any future events it allows us to see what everyone can 

change to improve their focus and results. Additionally, continuous, 

direct dialogue with collaborative artisan communities instil the 

process; this is to keep aligned the goals and objectives of the model. 

Empower the artisans 
The AMM social enterprise model, the focus is to empower the 

artisans, it desires to harness the raw traditional talent of artisans and 

their communities. The model wants to give the opportunity, vision 

and autonomy, not in the form of charity but with the prospect of 

aligning their craft to the end-users, with support both financial and 

educational to both the elder and the younger generations and 

empowering marginalised communities of skilled craftspeople to 

integrate their operations into an expansive international market 

place with supporting a social enterprise, as with the Ethical Fashion 

Initiative, enables them to become the leader of their success 

(Wisudawati & Maheswari, 2018).

Integrated educational programme. 
The would develop a series of socially responsible educational AMM 

up-skilling workshops, if on nomination an artisan group was an 

agreement in place to proceed, the social enterprise would assess the 

artisan group on their specific community needs that they require to 

sell on the social enterprise digital marketplace. The integrated, 

educated programme will begin with the basics, are the artisan's 

computer literate? A barrier noted in the pilot when in the Northern 

Hemisphere of Vietnam to deliver a workshop on idea generation, it 

was evident before the session could begin that turning on a 

computer, locating internet tabs and searching on google was 

unfamiliar territory. Knowledge exchange will. 

The range of workshops will vary from one community to the next; for 

example, a village in Bolivia may require knowledge acquisition to 

select more sustainable fibres to develop their traditional handbags 

or understand how to connect their products to the end-user through 

a marketing story about themselves.  The programme of workshops 

proposes to address and upskill the artisan to meet the needs of the 

contemporary consumer; experts will devise them in their field, 

financiers, trend forecasters and digital marketers. The workshops 

would vary in the time frame from one day to week-long learning 

sessions and only through primary research can they be mapped out 

to meet the essential needs of each artisan group. There would be a 

selection process to identify key stakeholder in the communities, the 

workshop destinations and the travel to them, length of the workshop, 

resources required for the workshop, access to technology, language 

barriers, learning modes, support to take away from the studio and 

the dissemination of resources for returning artisans.

Social Enterprise Involvement 
The social enterprise is responsible for mapping out the needs of the 

artisans, the social enterprise and the consumers to develop the 

AMM model. The social enterprise is accountable for planning which 

artisan groups to collaborate with, initially selecting communities 

whose products are relevant to the modern consumer and over time, 

reaching out to more ambiguous craft offerings. The integrated 

programme would address any areas of uncertainty through a full 

functioning workshop platform that upskills and tracks the growth of 

an individual artisan and the community they are embedded. With 

support from the social enterprise, they will understand the cradle-to-

cradle process and over time have less involvement from the social 

enterprise; they will become their own business. The participation of 

the social enterprise will decrease, to enable increased monetization 

to the artisans, therefore distributing the profit fairer amongst those 

who are commercializing they're own national identity.

CONCLUSION
As it stands, the injection from social enterprises is providing a 

bottleneck approach, with only a few artisan communities having the 

opportunity to rise from poverty through a connection to a brand or 

designer. The industry requires a model that understands the needs 

of each party involved; the  model does that jobAMM . The new model 

proposes to change the role of the social enterprise business middle 

man from a service provider to knowledge provider, increasing the 

percentage of profit direct to the artisan and the communities. It is not 

going to fix all the problems; however, it breaks down a considerable 

barrier, allowing change, linking artisans in the long-term direction to 

the end-user with the knowledge and the know-how to keep up with a 

contemporary market. It is not trying to create a brand-new system 

merely integrating into the existing ones from a knowledge 

perspective.

The integrated intermediary short-term educational programme that 

reviews the craft of artisan communities through a commercial lens 

and supports the delivery of modern crafted 'user-centred' useful 

designs to niche craft consumers provides the information for 

artisans to be their own business. The AMM model has the 

opportunity to build a community around the critical stakeholders in 

this industry, connecting artisans to education that will innovate their 

craft while sustaining the rich heritage within it. It will reduce 

migration to the big cities by providing the opportunity of learning 

from experts and making a profit that will pull individuals, families and 

communities out of poverty. The AMM model and integrated training 

aim to provide a blueprint that can be rolled out to artisan 

communities on an international scale, integrating new workshops as 

and when they manifest enabling communities to work themselves 

out of poverty, but also connect to end-users themselves. 

Entrepreneurs, financiers, suppliers, designers, handcrafters, design 

institutions, forecasters will be influential in developing the workshop 

programmes, an area that requires further research.  

This paper recommends that the new business model will pilot in a 

selected craft village based in the Northern Hemisphere of Vietnam, a 
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village that has an absence of any commercialization for its craft, 

direct links to market and is positioned in poverty. There will be a 

focus on developing the product development process, initially 

starting with the idea generation related to customer needs, pains 

and market trends. The research paper will document the AMM 

model and the development of the educational programme 

materials. As a work in progress paper, it is identified that this 

research may take up to 18 months to develop.

REFERENCES
Ÿ Bolt, R & Carvalho, M (0000), Virtual prototyping as an evaluation 

method for functional clothing. IOP Conference series: Material 

Science and Engineering., Volume 460, Conference 1. 

Ÿ Bell, D., & Jayne, M. (2003). Assessing the role of design in local 

and regional economies. International Journal of Cultural Policy, 

9(3), 265-284.

Ÿ Britton, A. (1991). Craft: Sustaining Alternatives. In M. Margetts 

(ed) International Crafts. Thames and Hudson, 9-15.

Ÿ Camilleri, M, A (2017) Understanding Customer Needs and 

Wants, Travel Marketing, Tourism Economics and Airline Product. 

PP 29-50.

Ÿ Campbell, Colin (2005) The Craft consumer: Culture, Craft and 

Consumption in a Postmodern Society. Journal of Consumer 

Culture, 

Ÿ CEPT University DICRC (2019) Resource Building and 

Dissemination [Online] [Accessed on 27th November 2019] 

http://dicrc.in/resources#databank_1321

Ÿ Cowe, R. &  S. Williams (2000), Who are the Ethical Consumers? 

Co-operative Bank/MORI Survey. [Online] [Accessed on 27th 

November]  http://www.co-operativebank.co.uk

Ÿ Craft Link (2017) A not-for-profit organization seeking new 

markets for traditional artisans [Online] [ Accessed on 28 

November] https://www.craftlink.com.vn/

Ÿ Digital Empowerment Foundation (2019) Upskilling Traditional 

Artisans and Craftsmen of India. [online] [Accessed on 12th 

December] https://defindia.org/upskilling-tradition-artisans-and-

craftsmen-of-india/

Ÿ Ethical Fashion Iniative (2019) Our Brand Partners. [Online] 

[ A c c e s s e d  o n  D e c e m b e r  1 1 t h  2 0 1 9 ] 

https://ethicalfashioninitiative.org/about

Ÿ Fashion4Freedom (2019) Fashion4Freedom link to homepage. 

[ O n l i n e ]  [ A c c e s s e d  o n  D e c e m b e r  1 1 t h  2 0 1 9 ] 

https://www.fashion4freedom.com/

Ÿ Gharge D. Jain, R. Thakkar J. (2014), IDEAS Craft Innovation 

Training Toolkit, Ahmedabad: Design Innovation Craft Resource 

Centre

Ÿ Greenhalgh, P. (1997). The History of Craft. In P. Dormer (ed.) The 

Culture of Craft. Manchester University Press, 20-52.

Ÿ Greenhalgh, P. (ed.) (2002). The Persistence of Craft. A&C Black. 

Ÿ Jain, R & Thakker, J (2012) Experiencing Craft and Culture: An 

Emerging Cultural Sustainable Tourism Model in India, In: Stankov 

U., Boemi SN., Attia S., Kostopoulou S., Mohareb N. (eds) Cultural 

Sustainable Tourism. Advances in Science, Technology & 

Innovation (IEREK Interdisciplinary Series for Sustainable 

Development). Springer, Cham

Ÿ JDR (2007) Vietnam Development Report 2008: Social 

protection, Joint Donor Report to the Vietnam consultative group 

meeting, Hanoi

Ÿ Markets and Research (2019) Global Handicrafts Market 2018-

2 0 2 3 :  [ O n l i n e ]  [  A c c e s s e d  o n  1 4 t h  D e c e m b e r ] 

ht tps ://www.prnewswire .com/news-re leases/global -

handicrafts-market-2018-2023-market-reached-a-value-of-us-

526-5-billion-in-2017-and-is-expected-to-reach-984-8-billion-by-

2023--300686507.html

Ÿ McCargo, D (2004) Rethinking Vietnam, Routledge Curzon, 

London.

Ÿ McIntosh, A. J. & Prentice, C. (1999). Affirming authenticity: 

Consuming cultural heritage. Annals of Tourism Research, 26, 

589–612

Ÿ Michaud, J (Ed.) (2000) Turbulent Times and Enduring Peoples: 

Mountain Minorities in the South-East Asian Massif, Curzon, 

Richmond, Surrey.

Ÿ Niedderer, K (No date) Sustainability of the Crafts of Discipline 

[ O n l i n e ]  [ A c c e s s e d  o n  1 2 t h  D e c e m b e r ] 

http://niedderer.org/Niedderer_Making-Futures_2009s.pdf

Ÿ Oxford Press, (2019) Homepage [Online] [Accessed on 15th 

December] https://global.oup.com/?cc=gb

Ÿ Pachacuti (2019), Pachacuti, British Hatters of Distinction [Online] 

[ A c c e s s e d  o n  6 t h  D e c e m b e r ] 

https://www.youtube.com/watch?v=kQ_KIYDW2cM&feature=yo

utu.be 

Ÿ Phuc, L, V & Nguyen, H, N, L (2019) Assessing the status of 

building collective marks for craft villages products in Thua Thien 

Hue Province. Hue University Journal of Science, Economic and 

Development. Vol 123. NO 5C. 

Ÿ Randall, D, C (2005) An Exploration of Opportunities for the 

Growth of the FairTrade Market: Three Cases of Craft 

Organisations., Journal of Business Ethics, Volume 56, Issues 1, 

pp 55-67 

Ÿ Schwarz, M., & Yair, K. (2010). Making value: Craft & the economic 
and social contribution of makers. London, UK: Craft Council.

Ÿ Shaw, D & Duffy, K (2019)  Digitalising Sustainable Clothing 
Consumption   [Online] [Accessed on 12th December] 
http://eprints.gla.ac.uk/188107/1/188107.pdf

Ÿ Shiner, L. (2012). “Blurred boundaries”? Rethinking the concept of 
craft and its relation to art and design. Philosophy Compass, 7(4), 
230-244.

Ÿ Scott, J. C (1976) The Moral Economy of the Peasant: Rebellion 
and Subsistence in Southeast Asia, Yale University Press, New 
Haven, CT.

Ÿ Sourcemap (2019) Mars Chocolate is Connecting Cocoa 
Farmers to the Cloud [Online] [Accessed on 23rd November] 
https://www.sourcemap.com/testimonials/2016/10/13/mars-
chocolate-is-connecting-cocoa-farmers-to-the-cloud 

Ÿ Swanepoel, L. F (2015) Consumers' perception of artisan bottled 
preserved food products. Dissertation. Consumer Science: Food 
Management. University of Pretoria. 

Ÿ Traditional Arts and Ethnology Centre, (2019) Urge Max Mara to 
pull plagiarism ethic Oma designs from their stores [Online] [ 
Accessed on 24th November] https://www.change.org/p/luigi-
maramotti-chairman-of-max-mara-stop-selling-plagiarized-
ethnic-oma-designs

Ÿ Tung, F,W (2012) Weaving with Rush; Exploring Craft-Design 
Collabortions in Revitalizing a Local Craft. International Journal of 
Craft, 6(3) 71-84

Ÿ UNESCO. (2005). Designers meet artisans. New Dheli, India: Craft 
Revival Trust.

Ÿ Van der Ploeg, J D, Ye, J (2010) Multiple job holding in rural villages 
and the Chinese road to development, Journal of Peasant Studies 
37 513–530.

Ÿ WareCrafts (2019) Ware Crafts Homepage [Online] [Accessed on 
12 December] http://warecrafts.com/en/business-model/

Ÿ Wisudawati, N,N, S & Maheswari, A,A, I, A (2018) Potential of Silver 
Crafy Product through to Community Based for Tourism 
Sustainability in Celuk Village. International Research Journal of 
Management, IT and Social Sciences, Vol 5; 

Ÿ Wherry, F, F (2006), The nation-state, identity management, and 
indigenous crafts: Constructing markets and opportunities in 
Northwest Costa Rica Ethnic and Racial Studies 29 124–152.

Ÿ Woolley, M. (2011). Beyond control: Rethinking industry and craft 
dynamics. Craft Research, 2(1), 11-36.

Ÿ Yair, K., & Schwarz, M. (2011). Making value: Craft in changing 
times. Cultural Trends, 20(3-4), 309-316

Arch College of Design & Business, Jaipur 177



CRAFT FOR SOCIAL CHANGE

SAM CHANDRASEKARA 
PROGRAMME LEADER BA HONS.
Manchester Metropolitan University 
s.chandrasekara@mmu.ac.uk, 01612472722 

#Keywords: Artisans, Handicrafts, craft, alleviating poverty, social 
change, Sustainable business, social innovation, Sri Lanka, 
Innovation, Cultural Heritage,

1. APPROACH TAKEN
The purpose of this research is not to define or explore meanings or 
definitions.  It's a practical approach to see how it's possible to bring 
about positive change in the way of life for many people trying to 
survive or strive in developing economies by employing craft as a 
mechanism to achieving it.   The research addresses the issue of how 
can we create better value in craft and steer communities back to 
traditional craft and ultimately bring about positive social change

According to UNESCO, Traditional craftsmanship is the most tangible 
manifestation of intangible cultural heritage. Yet, keeping artisan 
crafts alive, often ones that have been passed from generations is 
challenging. Artisan craft is prevalent in many developing countries, 
however this is where major geodemographic shifts have been seen, 
rural populations drawn by the prospect of employment in export 
manufacturing migrating to urban conurbations.  Remaining in the 
villages are often children, older family members and women where 
poverty is prevalent.  This is usually where today handicraft micro 
economies are emerging as a steady undercurrent and a revenue 
stream for families.  

Craft often forms part of the informal economy and a lack of data 
illustrating the impact of craft production on income and employment 
generation often results in an underestimation of the importance of 
the craft sector in reducing poverty. 

Additionally, the lack of quantitative data demonstrating the feasibility 
of craft-related projects further hampers the financing of such 
projects. As such, funding remains a significant problem faced by 
most national craft entrepreneurs.  

Never the less, UNESCO and UNHCR recognised that the growth of 
artisan craft production had the potential to help the most 
marginalized populations, particularly the poorest youth and women 
and conducted a pilot project through education on craft techniques 
as a mechanism to reduce poverty. Whilst many project were 
considered to be successful it did not cover the need to empower 
people with negotiation skills and savoir-faire to get a fair price for 
their products.

Pricing is linked to the long distribution chain and relatively low 
bargaining power of primary producers, which often means the 
earning potential is low.  Yet these micro enterprises appear to thrive 
on the hard work of the individuals' craft skills. Craft items produced 
are often exported to developed countries and sold to the end user as 
artisan products, hence fetching a healthy profit margin for the 
businesses further along the distribution chain.

This is only the start of a project that considers the options available 
to provide the producer with an equitable share of the final selling 
price by taking advantage of direct online retailing and shortening the 
distribution chain and selling more directly to the consumer. To 
develop this effectively, there must be a sustainable business model 
with infrastructure and logistics, together with strategies that bring 
the products and channel to market to appeal to a broader 

contemporary consumer.  This requires a fusion in the knowledge of 
traditional craft, trend and contemporary design with today's digital 
technologies and sales techniques, set within the prism of the target 
audience.  

The project takes a qualitative case study approach focusing on the 
craft in Sri Lanka and how it can be channelled as an industry to bring 
about positive social change.  It considers business models and 
academic models in a practical way to develop a blueprint as a way 
forward. 

2. USING SRI LANKA AS A CASE STUDY 
This research takes a case study approach and uses the crafts and 
their techniques in Sri Lanka as a foundation.  Sri Lanka has a strong 
art and craft heritage, its legal system follows the foundations of the 
UK system and its relatively small size provides a defined scope for 
the project.

Sri Lanka, an island nation harbours many challenges.  The country 
has come out of a civil war and 10 years on, going through the stages 
of reconciliation and rebuilding. More recently, it has become the 
victim of international terrorism. It also suffers from the perversion of 
developing countries - political and economic turbulence with the 
heady smell of corruption. The nation's people have high personal 
ambitions and strive through education and trade to do better for 
them and their families. Their ability to achieve their personal 
ambitions is stunted, high government borrowing and relatively low 
GDP growth hinders progress.

Remittances that flow from low-skilled labour migration of female 
domestic workers to the Middle East is estimated to represent 
US$7,036 million equivalent to 9.6 percent of the country's GDP and 
approximately 5% of the female working population.  Many women 
have young families, and the long-term absence of the mother 
(sometimes for several years) causes many social issues. It affects 
the children in many ways, neglect, school drop-out, early marriage 
and vulnerability to abuse and family breakdown (UN.ORG, 2019).

Urbanisation of populations also creates inherent problems.  Again 

women play a major role, as many are employed in the garment 

industry, 15% of the country's  workforce is employed the garment 

industry of which i t  is  est imated that 85% are women 

(population.un.org 2018)  Again, children suffer as women work away 

from their villages.  Where women do commute to factories and 

return to their villages, travel times to urban cities means many leave 

home at 5am in the morning and they may not return until nightfall.  

The impact is erosion of society and a way of life.  Cost of living and 

income pressures do not give route out for many.

3. DEVELOPMENT ECONOMICS AND POSITIVE 
SOCIAL CHANGE (PSC) USED TO PUT THIS RESEARCH 
INTO PERSPECTIVE 
Whilst the issues and circumstances confronted are not 
extraordinary or unique to Sri Lanka, within a country with much 
ambition and numerous challenges, is it possible to push towrads 
poverty alleviation, improve social wellbeing and ultimately bring 
about positive social change.  Government policy makers, IGOs and 
NGOs have played an important role so far in the development of the 
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country but it can be argued that it has not works as effectively as it 
could do.

However, this research takes a practical, on the ground action based 
approach to improve the way people live, developing the wellbeing 
being of communities, villagers and families by bringing about 
realistic solutions that have sustainable long-term impact.  This type 
of thinking in development economics marries real world activities 
together with intellectual rigor to develop feasible, attainable and 
pragmatic actions.  This is in line with the thinking of the 2019 Nobel 
Prize winners for economics, Esther Duflo, Abhijit Banerjee and 
Michael Kremer, recognised for their practical experimental research 
approach for alleviating poverty (NobelPrize.org, 2019). 

This research wants to support Positive Social change in developing 
countries, which goes beyond alleviating poverty.  It considers how 
the lives of many developing counties can be enhanced. 

Stephan et al. (2016) developed an integrated framework for bringing 
about positive social change.  The framework considered strategies 
that organisations could mobilise to bring about either surface level 
social change or deep level change. Research conclude that whilst 
surface level strategies were more instant but short lived, deep level 
PSC strategies were more long term targeted.  Even though deep level 
strategies were more complex and took longer to materialise, they 
lasted over a longer time. PSC stimulated by these projects had a 
narrow reach initially but often unfolded slowly but steadily over time 
to become far-reaching. 

In terms of this research it is important to be able to identify both 
surface level and deep level opportunities for PSC.

4. THE CRAFT SECTOR, ITS VALUE AND THE CRAFT 
ENTREPRENEUR
According to the UNHCR the trade in Handicraft products is worth 
$32 billion with over 65% of craft creation taking place in developing 
countries and is the second-largest employer in the developing world 
after agriculture (Reliefweb.int, 2012). Craft not only creates an 
income but is also a way of preserving cultures and traditions passed 
through the generations.  However, in the main its microstructure 
means it is in the main part of the informal economy and hence not 
considered as an economic driver.

The informal economy will include micro enterprises, handicraft, 
small-scale farming, rickshaw drivers, and street vendors as 
examples.  According to the International Labour Organisation 
(2018), in Africa, 85.8% employment is informal and 68.2% in Asia.  
Most striking is that 93% of the world's informal employment is in 
emerging and developing countries (ILO.org, 2018)

However, there is limited information about the value of the informal 
economy in developing economies or the proportion represented by 
craft.

What is evident is that crafts are disappearing from its origins and 
crafts people are finding it harder to earn a living wage from craft.  
There is evidence to show that many craft entrepreneurs don't have 
the tools or resources to work effectively, according to the Artisan 
Alliance (2019) may artisans work in isolated environments, without 
the business skills or market access or financial tools to grow their 
production.

However such statements are broad, this is because there is limited 
research into the geo-demographics or socio-demographics of craft 
entrepreneurs. 

Questions such as who are they? Where they live? How do they live 
what kind of income do they have.  Is earnings from craft a major 
income or is it a supplementary income?

Using the The Base of the Pyramid (BoP) model which refers to the 
lowest socio-economic group, it is a demographic term that covers 
the approximately four and a half billion people who live on less than 
USD $8 per day at the base of the global economic pyramid (Hart, 
2002). It is deduced but not confirmed that many craft entrepreneurs 
fall into the BoP category, however this needs to be confirmed 
through further research.

 By understanding the profile of craft makers it will be possible to 
understand the issues and drivers associated with producing 
handicraft

5. THE CHALLENGES FACED BY THE CRAFT 
ENTREPRENEURS IN PURSUING THEIR TRADE
In a series of eight initial interview with craft entrepreneurs in Sri 
Lanka, have outlined the issues. The issues raises varied from the 
process of production, having inadequate business skills to sustain a 
small enterprise raising finance, and return on effort and skill to 
having, limited access to customers with the propensity to buy at a 
fair price.  Key areas identified were:

· The hours put into producing an item is not reflected in the price 
that is offered to them by intermediary businesses.  Hence, 
hours of effort do not translate to return.  For that reasons 
income from craft it is seen as a supplementary income my 
most. 

· Handicraft is practiced by older rather than the younger 
generations. Young people felt they could earn a higher income 
in other ways. Hence it was difficult to pass on craft skills down 
the generations

· The tools available to produce items are rudimentary and 
sometimes dangerous.  The tools were sometimes old and 
impractical and hence the craft production process was 
unnecessarily time consuming.

· Sourcing raw materials means that they have to to go into cities 
and  visit may different supplies which can be costly and time 
consuming, especially if you can't afford to keep much stock at 
once.   

· The quality of raw materials is not constant.  For example, 
according to one artisan, bag handles bought from a supplier 
were poor quality and product faults risked disappointing the 
customer.

· The designs made are based on what the crafts person likes 
and they did into appear to understand the needs of the market 
beyond the local consumer 

· The power of the intermediary buyer is high.  They often 
negotiate a much lower price and hence margins can be 
extremely low at times.

· Access to loans to buy goods and start to grow is often hard as 
pressures on money are high.  It is difficult to get a loan with 
own resorting to pawning jewellery.

· The main end customers were tourists and the craft 
entrepreneur does not have direct access to them.  Tourist 
numbers also vary though the year and impacted by external 
factors (For example the number of tourists fell considerably 
following the Easter Sunday terrorist attacks).  The impact of 
such fluctuations on demand has a significant impact on the 
maker and their success.

· The ambitions of craft makers were low.  They engaged in craft 
firstly because they enjoyed it and secondary to pay for 
rudimentary household needs (For example a dining table).  
They did not see themselves as entrepreneurs and they did not 
appear to see craft making as a future potential business with 
growth potential, just a means to an end.

6. ADDRESSING THE ISSUES FACES BY CEs -> 
WHAT'S REQUIRED TO ACHIEVE SUCCESS
Whist the true product value is creates in the hands of the craft maker 
they are not able to build a strong position in the value chain.  The 
evidence given above can be summed up in these core findings:
 Craft maker time is not valued
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 Craft maker does not always have the right tools for the trade or 
access to materials
 Craft maker is not necessarily an entrepreneur 
 Craft maker does not have business acumen
 Craft maker is not always in tune with who the consumer is, their 
wants or needs

By mapping out the product journey map and identifying where value 
is created in the process, it is possible to practically visualise the 
issues, drivers and opportunities.

Diagram 1: The Craft Product Journey Map shows the process and 
the value creation journey 
Purple: The process journey and the payers involved in the journey
Green: Where value is created in the product journey – Design and 
Business
Pink: Core, specific issues 
Orange: Strategic holistic issues 
DESIGN VALUE CREATION: Design is where the real value is created, 
however the bargaining power of the craft maker is low hence price is 
not always not achieve hence ROI is LOW. Inherent product based 
issues weaken their bargaining power further.
BUSINESS VALUE CREATION: Once the product leaves the maker, 
value created through export or marketplace drivers mean products 
can command a high price with HIGH ROI 
OPPORTUNITY TO CREATE NEW HOLISTIC MODEL: By researching 
opportunities that exist through Artisan Education, Finance, Better 
ROI, Increasing Demand and Market Reliance it is possible to develop 
a holistic creative and business model

7. CASE STUDIES OF BUSINESSES STARTING TO 
ADDRESS THE ETHNIC CRAFT SECTOR
Within countries where craft is produces such as Sri Lanka, there are 
handicraft stores both independent ad government owned.  A 
destination for tourists and locals to buy into craft.

Within western markets, craft from developing counties are evident in 
fashion, homeware and accessories.  It is a look that as stood the test 
of time, it appears as “Ethic Fashion”. Themes such as batik appear on 
the high street, but rather than being made by craft makers they are 
mass produced in factories.  Hence diluted versions appear as major 
fashion trends in value, mid and luxury markets.  In such cases, the 
craft maker is left out of the cycle and does not benefit directly.

There are however designed inspired by craft products build ranges 
around whole design themes, Kasuni Rathnasuriya who won the 
British Fashion council Fashion Entrepreneur 2011 uses Beeralu Lace 
( a traditional form of Lace making in Sri lanak) in her ready to wear 
collection ( Kur Collection).  Her designs use authentic traditional lace 
produced by craft workers.  Many such designers have helped to build 
up the profile of individual craft methods and highlighted the plight of 
the communities engaged in the craft and their efforts to build the 
profile of often dying skills. However the the main value is created in 
the design stage and hence profile is on the designer and the artisan 
Beeralu lace maker does not benefit to the same degree. 

There are however organisations and people that recognise the need 
to use craft skills to give back to the community. Social enterprises 
are being set up for community based production of craft and in the 
creations of sales channels, mostly direct to consumer. The UK has 
set parameters for social enterprises, however many developing 
countries do not have any set regulatory standards, hence 
transparency about how funds are being used is not always clear.

Further development has been seen by Inter Government 
Organisations such as  UNHCR ( The United Nations Agency for 
Refugees) who have tried to quantify the value presented by craft and 
undertaken considerable research around the topic.  Based on its 
findings, the Made51 project has been developed, it is an online 
platform that allows craft based Social Enterprise projects to sell their 
products through online through their platform (Made51, 2019).  The 
Made51 platform draws attention to the many global projects, 
potential customers are able to see the many social enterprise 
refugee based projects around the world and buy authentic craft 
products online from the online stores.  Each refugee project has its 
own online store/website.  Hence, each social enterprise has to 
manage its own store, payment transactions and returns processing.  
From a user perspective it is challenging and to enter each site 
individually to view the products and then not to have a single method 
by which delivery and returns are handled.

8. A DIFFERENT APPROACH IS REQUIRED
There are many examples and many variations in between.  However, 
there appears to be no examples were the craft product and customer 
journey is considered in a holistic approach.  

There is a lack of transparency as to how craft makers themselves 
benefit or if the craft maker is being adequately compensated for 
transactions. 

Buying international craft products online is also a challenge as 
products are not warehoused locally.  Customers can't be reassured 
of the time it takes for delivery, if the product is as described. 
Variations in return processes also means that the customer can see 
the transaction as risky.

Research is required into the individual issues identified with the view 
to creating a blueprint model that facilitates effectively the needs of 
the craft producer and the needs of the buyer, all as a  holistic strategy.

9. WHAT DOES THE VISION LOOK LIKE AND WHAT IS 
THE MEASURE OF SUCCESS
 The project is able to bring about positive social change by

· Growth of a sector: More people, especially younger people 
entering the sector

· Better quality of life: The sector provides the craft entrepreneur 
a better quality of life than what they have has before

· Positive permeation of success: The craft sector is seen as 
precious area and participants enter the industry as a proactive 
career choice. 

· From Handicraft to Artisan: Participants are seen as 
entrepreneurs with skill, not seen ad handicraft makers but 
artisan producing goods of real value and integrity

· Opportunity for further growth and progression: Craft needs to 
be seen as something that an  individual participates in 
because they are good at it and opportunity exists to make a 
very look living from it.

10. WHAT IS REQUIRED TO ACHIEVE SUCCESS
· FROM HANDICRAFT TO ARTISAN – Creating Value through 

Design: Better return on time effort and materials. Increase 
demand for products, through contemporary design influences 
in craft. Hence making products more relevant to the pre-
identified target consumers.

· DISRUPTING THE SUPPLY CHAIN –  Giving more to the craft 
producer: Long supply chains often mean the craft producer 
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earnings, how can the supply chain be shortened so more goes 
to the maker

· Increase resilience to changes in the market

· GIVING MAKERS THE TOOLS FOR SUCCESS –Access to start 
up and growth funding for tools and cashflow

· BUILDING QUALITY, DURABILITY – Giving credibility and 
confidence in craft products: Poor quality and weak product 
development processes and checks mean products have 
short-term use

· CREATING FUNCTIONALITY & USABILITY, – Beautiful things 
that have a purpose rather than simply ornamental: How can 
craft pieces have more of a functional use rather than being 
seen as a one off ornamental purchase, hence creating a need 
for repeat purchase.  

· CRAFTS COMPLEMENT EACH OTHER – Range Building: an 
selling individual crafts can ranges be built with products from 
different crafts so making it more appealing to the customer

· MAKERS CONTINUOUS LEARNING – Training

· INNOVATIVE BUSINESS MODELS, DELIVERING A CUSTOMER 
EXPERIENCE THROUGH SERVICE DESIGN THINKING  applied 
in the product journey and customer journey.  End to end 
realistic and trusted

.

CONCLUSION
This is the initial part of an overall project to create a holistic blueprint 
in the design of a blueprint  for a holistic business model.

The next stages of research is to explore where value is created in the 
product business and customer journey.  Where the gaps are and 
how they can be addressed individually and eventually holistically.

In conclusion, social innovations and shortening the product pipeline 
from maker to final consumer brings a greater share of the final 
selling price to the maker.  Increasing demand is feasible through 
product development and addressing issues around marketing and 
sales. From a poverty reduction perspective, the focus should be on 
long-term sustainable solutions at a micro level and creating a 
blueprint that can be taken forward to other developing countries with 
similar issues.
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Jaipur 
Responsible 
Fashion 
Manifesto 2020 

We, the participants from 15 nations across 4
continents who met at ARCH College of Design and Business
in Jaipur, India between 27- 30 January, 2020, at the 15th International
Fashion Colloquia about ‘Heritage...stories of Change.. our Shared Future!’ have produced
the following Manifesto:

Having discussed and addressed policies, education and research in fashion, sustainability and 
artisanship within a global perspective, we issue the following summary collected from our 
discussions and presentations in Jaipur:

1. Firstly, we use the word ‘fashion’ to encompass various sectors – including Craft, Culture, and 
the Apparel Industry etc. Collectively these sectors are often seen as one of most polluting 
industries and exploitative of social differences among people across different continents. With 
this manifesto we as educators, researchers, designers and representatives from the industry, 
we want to promote the reality of Responsible Fashion. We believe that it is essential that this 
industry needs to change its attitude away from its tendencies of the past, that seemed to 
become increasingly exploitative in recent years towards a new call for responsibility and 
investment in the future well-being of people and the planet.

2. Fashion should not be seen as a cost to society, but rather an enabler and supporter of 
change and, most importantly, in a way that invests in the future. Imagination, creativity, and 
technological innovation are fundamental resources for Responsible Fashion and vital resources 
for the future vitality, sustainability, and continuing enrichment of cultures, economies, and 
societies.



3. Responsible Fashion designers and entrepreneurs focus upon ways in which crafts, cultural 
assets, community arts and events can be deployed to enrich individuals and communities; to 
develop creative industries; to improve quality of life; and to preserve and enhance the 
specificities and diversity of cultures.

4. Responsible Fashion entrepreneurs are innovating work and practice; they are opening new 
jobs and opportunities in the emerging knowledge economy; developing innovative forms of 
collaboration inside and outside of the fashion industry; and, including all strata and strands 
within our evolving societies.

5. Responsible fashion contributes to different SDG’s (#1No Poverty, #2 Zero hunger, #5 Gender 
equality, #8 decent work and Economic growth, #10 reduced inequalities, #16 peace and justice, 
#11 sustainable cities and communities.

6. Responsible Fashion contributes to women empowerment and the design of social 
responsibility. We touch the lives of farmers, weavers, dyers, and countless families, through 
fashion. Therefore, industry and society needs to value more the work of artisans and makers as 
authentic forms of heritage and as key multi-national contributors to industry value.

7. Responsible Fashion can make the world a better place by reusing and upcycling waste and 
thereby contributing to a more sustainable world by valuing more the local ecosystem and the 
role of fashion designers within the local community.

8. We recognize fashion heritage as part of our identity and as a way to hold effective dialogues 
among different cultures in order to create a common and sustainable future.

9. Education in fashion and fashion entrepreneurship taught by design schools, universities and 
other learning institutions, can provide opportunities to open societal doors so that we might 
explore new ways of interdisciplinary learning in continuous interaction with society and the 
industry.

10. More academic and practice-based research is needed, approaches that are connected to 
practice, policy-making and education, and that contribute to the professionalization of the 
fashion sector. Platforms like the Fashion Colloquia (and IFFTI) are compulsory to create fruitful 
and open dialogues among educators, researchers, practitioners and policy makers.

Summary

The future of fashion is to turn towards a responsible future and renounce its exploitative past 
and thus invest in the future well-being of people and our planet. Fashion needs to act now and 
move forward to take responsibility for its and our future
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