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ABSTRACT

CONSUMER PRODUCT PREFERENCES OF CULTURAL TEXTILE PRODUCTS:

CO-DESIGN WITH TEXTILE ARTISANS FROM GUATEMALA AND PERU

This study involvegracticebased researchith cultural textileweaving groups in
Guatemala and Peru. Artisan textiles weralesigned with contemporary color palettes and
layouts for backstrap weaving and patterns for hand embroffesyainabilityoriented
innovation (SOI) provided a framework to explore implementation of co-design in the
production of handcrafted cultural textile products. Fashion trends including colorstsrand
product preferences may allow for incremémaovation in the product developmenbpess
that will result in increased sales and income for artifiglesvitz & Hansen 2014). Innovation
for sustainability allowselative improvements in process, product, and organizational
innovations ly creating more sustainaljpeoduction methodsSOl has been found toe
successful in the marketplace in niches or even mass markets (Schalteggend,\2ady1).

Co-design wasntegrated into the textile design process thraslgdringpictures and
technical diagramworkingwith culturalweaving organiations.Co-design is a process of
collaborative design thinking involving joint inquiry and imagination in which diverse people
explore and define a problem and collaboratively develop and evaluate solutions Z81e3).
Co-desigredtextiles wereconstrictedinto modern silhouettes fapparel, accessoriemyd home
décorproducts. Co-design presents an opportunity to work eultural textile artisans to create
textiles and products with the intentrteeet consumer preferences axgand product offergs

and sales in the global marketplace.



Fifty-oneartisanproductsintegratingco-designedextiles andnew product designsere
displayedn auniversitygallery exhibition. The studgxaminel consumer preferences of
handcrafted cultural textile products in six product areas of apparel, acesskome décor
pillows, home décor framed textiles, tabletop, and furniture. Paper and pencil smeveys
collected from voluntary visitors in the exhibitidrarticipantsof the surveyvere asked to
choose one product in the exhibition they would most like to own, record the number on the
product, and “describe what you find most interesting and attractive about the pradotal
of 261 responses were collected over sixty days of visitors to the exhibgidicigants
preference$or products selected as ‘most like to own’ were 69.6% apparel, 12.2% furniture,
6.4% home décor pillows, 5.7% fashiartassories, 3.1% home framed textiksd 1.5%
tabletop home décor.

Qualitative analysis of writtedescriptons of preferred products was analyzed. Four
themes emerged fdine exhibition visibrs’ user experience of the artisan textiles products
‘Modern mix with traditional’; ‘I lovethe detail; ‘Pop of color’; and Versatility. Qualitative
analysis of the researchedscusson of products along with a student designer’s blog posts
while working with wavers in Guatemala found four themes emerged for designers’ experience:
‘Textiles tell a story’; ‘Women work hard’; ‘Design collaboratioahd’ Sustainability.
Consumers described an emotional and personal experience while designdysdiasdsual
experience related to textile process and matefMiproducts selected, 46% weredesigned
cultural artisartextiles incorporatethto contemporary products, 31% wenghentic cultural
vintagetextilesco-designed in contemporary products, and 23% were autloetiical textiles

productscreated by the artisans



Participantsin the study completed anif®m scale to determine thédesire br Unique
Consumer Produc{®UCP). Scores were related to product preferefarasniqueness, color,
function, and qualitpf each Guatemala drPeru cultural textile produdgguatemalan product
preferences were apparel and furniture, Peruvian produer@nees were apparel. Preferences
for most unique products positivatprrelated with product preferences éwmlor, function, and
quality.

The majority of participantéh = 251)were Millennials which gives a new perspective to
prior research on culturéxtile productsTwenty-two statements of valuedated to cultural
creativity were measured and foutttaracteristics of millennials hdagh scores for
adventurous travel, internet use and shopping, and wearing fashionable clothiowy aratés
for book buying, holistic health practices, and wearing ethnic clothing. Millenipiadduct
preferences for ‘would most like to have’ for Guatemala products were 46.4% appa6eb
home décor pillows, 12.8% furniture, and 5.6% accessories. Millennial preferencesuiagaR
products were 70.4% apparel, 16.7% for accessories, and 5.8% for furniture. Co-designed
textiles and products had the highest preference for millenBigidoratory factor analysis
reduced the 22 statements to identify five factors of ‘Ethnic’, ‘SustainaBlennected’,

‘Cause’, and ‘Health’Composite variables were created for each factor to determine if there
were different product preferences for millennials between factors anaplow scorers

within each factor. The sameqggplucts held similar appeal for all factors. Millennials selected co
designed textiles designed into modern silhouettes in apparel, contemporaoyduemt home
décor products for GuatemaMillennials preferred calesigned apparel of textile insetglan

apparel silkscreened with cultural textile patterns for Peruvian products.



The gustainabilityoriented innovation model was incorporated for incremental
improvement in process, in this case the production prat¢essturaltextile productsThe
findings can be used by artisan organizations to incorporate cultural textlggoducts in
apparel, accessories, home decor and furniture that may be perceived as unansimers.
Participants’ descriptions of products preferenoay indicate thathe cedesign process with
cultural textile artisans is beneficial in producing products relatimgseumers’ contemporary
tastes and lifestyleSheanalyses is exploratory in that concepts and relationships were
evaluated in a specific time, space, and plawg; inform atisan organizations iproduct design

and development.
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DEFINITIONS OF TERMS

Artisan- a person who is skilled at making things by hand, who practices a trade or hgndicraf
and producesomething in limited quantities often using traditional methods (MefWaahster,

2014).

Authentic Cultural Textile materials that contribute to a region’s local identity in the context of
crafts value, which provide locals with a source of income and allow knowledge to baddhnsla

into well-crafted products (Manzini, 2010)

Backstrap loom a traditional loonformed of two sticks that can be moved in alternating
directions to form a shed or opening. The loom is transportable during the weaviegsgdoc
baclkstrap looms, artisans can weave up towidiths of fabric of limited length, heveen 30 and
60 inches. The warp threads that are set up first and then tied to a post or a tree tmpudrensi

the yarns while weaving (Chandler & Senuk, 200&ednine the length of the fabric

Co-design - the joint creation of value by the producer and the customer; a procaise of
creation shifting from the product and firm centric view to a personalized consup®rience;
customers play an important role in product innovation througtesagn; active consumers are
informed, networked, and empowered and they are increasingigating value with the firm.
(Prahalad & Ramaswamy, 200Qo-design is a special instance ofa@ation and happens

when the customer, both the end consumer and consumers along the supply chain of product

development, actively participaia the design process of new products (Sanders, 2008).

XVi



Co-design develops a design outcome with deeper consumer satisfaction than ttaomitcbunct
centric offering to a passive consumer (Niinimaki & Hassi, 2011). Application-design with
cultural textile artisans involves directly interacting with cultural weaving azgdans and

artisans in design and layout of hand woven lexti

Co-designed product — A product developed from design ideas of customers or collaboration
with designers incorporated into the design process through verbal input, sketchegrof desi

ideas, computer drawings, and/or digital photographs (Shaukat, 2012)

Color - the attributes of color are hue which is the ‘wavelength’ and what madephkink of as
color, lightness and brightness and the wtotblack property of the color, and chroma which is
the intensity or vividness of the color (Fairchild, 2005); the meanings of differemsd¢ave a
robust demarcation between cool colors (green, blue, white) which are as$eadtatpeaceful,
gentle, and calming meanings; and warm colors (yellow, gold, orange, red, and wharpleare

associated withmaotional, vibrant, hot, active, and sharp meanings (Madden et al., 2000)

Fashion Trend — temporary cyclical phenomena adopted by consumers forudgrditie and

situation (Sproles, 1981)

Function - the special purpose or activity for which a thingts)or is used (Merriasiebster,

2014)

XVil



Huipil - a traditional blouse, woven or embroidered, which indicates indigenous textile weavers
associated with Mayan community affiliation in Guatemala. The design aflésiiiinks
indigenous artisans to their neighbors and allows individual expression and expettisai,

1990)

Innovation - the implementation of a new or significantly improved product (i.e., change in
product properties), process (i.e., changed delivery methods), marketing method (i.e., new
product packaging), or organizational method (i.e., changes in workplace organimation)
business practices, workplace organization, or external relations. Innovatah rie
successfully diffused in the market with products or implemented as pesdesachieve an
economic impact, to go beyond inventions. An innovation must have a significant degree of

novelty for the firm and can be new to the market or world (OECD, 2005, p. 17, 46, 58)

Knitting —to form by interlacing yarn or thread in a sewwésonnected loops with needles

(MerriamWebster, 2016)

Mainstream- supports products and services being attractive and readily available to¢ha ge

public versus being of interest only to a specific subset of the public (Busingéssi@ng, 2013)

Quality - defined broadly as superiority or excellenéerceived quality can be defined as the
consumer’s judgment about a product’s overall excellence or superiorityiviedrgaality is
different from objective or actual quality, is a higher level i@asion rather than a specific

attribute of a product, and a judgment made by the consumer (Zeithaml, 1988)-

XVili



Re-purposing — the process of changing something so it can be used for a new purpose

(MerriamWebster, 2016)

SME - Small to Medium Enterprisesharacterized as innovative, marketented, personality-
driven entities focus on more sustainable offerings in the market (Anderson, 199&: Cral

Vereeck, 2005; Rodgers, 2010).

Sustainable Developmentlevelopment that meets the needs of the presémwy

compromising the ability of future generations to meet their own needs (WCED, 1987)

Uniqueness anindividual’s pursuit of differetness relative to others that maydwohieved
through the acquisition, utilization, and disposition of consumer goods for the purpose of

developing and enhancing one’s personal andabm@ntity (Tian, Bearden, & Hunter, 2001)

Weaving- to form cloth (textiles) by interlacing strands of yarn or thread; to make clath on

loom by interlacing warp and filling thread€l¢rriam-Webster, 2014)

Zero-waste- a philosophy that forces designers and production of textile produstialtenge

existing techniquest involves fitting all pieces of a produptttern like a jigsaw puzzle so no

fabric is wastedLiu, 2010)
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CHAPTER 1
Introduction

In Guatemala and Peru, textile artisans limited in sellingheir productdy theiraccess
to marketsTextile artisans have skills in weaving and textile design and may desire knowledge
of current trends and consumer preferences regarding their textiles dadtprim expand viable
businesses and gain access to global markets (Lynd, ZD@l@)ral textile artisans have limited
knowledge about the lifestyles and product preferencestehpal customers in the global
marketplace. Research based guitk in product design decisiamaking will aid cultural
artisans to develop strategies to enter new markets (Littrell & Miller, 20@@&)t®lack of
market research regarding consumer taatel product preferences, artisans may be developing
textiles and products that are not attractive or functional for consumers in thérgknketplace.

Handcraft artisan techniques aaeightto children and padtrough generationgland
production ofcultural textileproductsallow cultural artisans toetain components of their
indigenous aesthetic and ancient craft traditidispreserve their crafind design traditions and
sustain their livelihoosl artisans need to know how to make unique anacstte textiles and
products for the global marketplace and contemporary cultural consumers. Haheyer
recognize they mushodify their products to cross cultures and achieve salese{L&
Dickson, 1999). Artisans need knowledge and access to distribution networks to thrive in a
global market (Cohen, 1998; Eber & Rosenbaum, 1993; Ehlers, 1993; Olson, 1993; Stephen,
1993; Tice, 1995).

The voices of Mayan @men weaverg Guatemaldeseechethelp us get our textiles to
market”, which motivated thigourney to explore market access for the artisilysfirst trip to

Guatemalan 2007was a study tour of cultural textiles led by Dr. Mary Littrell, a renowned



expert in fair trade textiles. Dr. Littrelas returning to Guatemala with collegiadents to
follow up years of research with fair trade organizations and weaving groups
Guatemala is countryknown forits weaving, especially as a craft and skill of the
indigenous women.
The productive base of the value chain is composed of 700,000 to 900,000 weavers, most
of whom are indigenous women from socially marginalized, low-income households.
These women combine baskap weaving with other economic activities. Some of them
selfmarket their products to final consumers in the popular and tourist market. Thus,
both the productive base of the value chain and many of the retail businesses in the
popular and tourist market channel are operated as microente(prises& Villeda,
2005, p. 18).
In addition to Guatemalagiruvian textile artisans @included in this researchhe
textile artisans in Peru akmown for their handcraft of weaving and knitting of woolen yarns.
Wool fibers argroduced from alpaca, llama, and sheep in the highlands of southern Peru.
Textiles are the main expressiofitheir culture by weaving or knitting from handspun yarn from
the hair of the community animals (Rowe & Cohen, 2002). Typically, women’s shawl's, me
ponchos, and bags are decorated with lengthwise patterned bands insjualoadicdesigns of
the Incatradition.
This purpose of this study explor® concept of calesignworking directly with
cultural textile artisan groups in Guatemala and Peru creating textiles andtprah
contemporary color trends while keeping traditional crafts and designs. Theptohc
sustainable-oriented innovation provides a framewokssess alternativesthe traditional
fair-trade supply chain that may expand market opportunittes Desire for Urque Consumer

Products (DUCP) scores were analyzed related to product prefeegtnitrges of uniqueness,

color, function, and quality. Millennial consumer preferences of the culturdétpraducts



wereanalyzed related to values of cultural creativity and preferences for gdkdeg would

most like to haveThe procesanodel for conceptual frameworks in shown in Figure 1.

Cultural Textile / Product Design & Development

S

'S - . - ™\ 4 N
Sustainability-Oriented
Innovation Co-Design
Supply Chain Innovation [ With
Product Innovation Cultural Textile Artisans
Process Innovation
N -
- 'y
- = ~ Product
Desire for Unique Attributes Y
Consumer Products [—»| g;l'g:’eness — | Consumer
DUcCpP » Function Preferences

b I - + Quality I

~ ( 3
: . Product
Millennial Consumers Exiliaiiang S efaranioes
Cultural Creative Factor — | Would most like
Analysis to have
Values
~  —

Figure 1.Process Model for Conceptual Frameworks.

This research is the culmination ofék years of practieeased research in-a@sign of
backstrap woven textiles with a fair trade weaving organization in Panajactaén@la. The
fair trade organiation had previously brought designeysGuatemala to assist aimdpire
weavers tareate new designs in their weavings. The weavers would create samphas of ne
designshut there was not a marketivendesgn process to expand finishpdoducts for
market. Workingwith this fair trade organizationhe researchenodifiedthe innovation process
through co-design and incremental innovation of the supply chain oftzdted textilesnto

contemporary products.



Research oartisantextile products fronfGuatemala and Permay benefit textile artisans
in these countrie®y working with contemporargpparel and textildesigners. Through the
process of calesign, this collaboratioassiss cultural textile artisans innderstanding and
interpretingfashion trends and consumer tastes in the global marketplades@mis a process
of collaborative design thinking involving joint inquiry and imagination in which divpesgple
explore and define a problem arallaborativelydevelop and evaluate solutions (Steen, 2013).
Participants are able to express and share their experiences and negotiatke sheidnterest
to createpositive change. Gdesign presents an opportunity to work wathltural textile artisans
to creae textiles and products with the intentetgpand product offerings and sales in the global
marketplace.

Guatemalan anBeruvian products were innovated using vintagéural textilesand ce
designed artisan textil@sto new product categories. This study analyzeasumer preferences
of products according to uniqueness and product attributes of color, quality, function, and
willingness to haveThe findingswill inform cultural textile artisansproduct design businesses,
and educators about consusi@ontemporaryreferences to assist thgisansn expressig
their culture and expertise to make products that are attractive and funfiaih& global
market.Consumer prefereesof products produced by the co-design process may innovate
processes for cultural artisans to reach the global marketplace.

Fair Trade and Artisan Development

Fair trade businesses adhere to a philosophy of paying a fair wage, improviagdythe d
life of workers, enhancing working conditions, and contributing to environmental sustaynabilit
(Littrell, Ma, & Halepete, 2005). Littrell and Dickson (1999) developed a continuum of fair trade

business practicewhich include paying fair wages in a local contartl providing a safand



clean workplace. Littrell and Dicks (1999)encourage development of sustainable busimesss
by empowerin@rtisans, fostering webeing, establishing political and social justice, and
developing equitable trade. In 2013, shoppers in 125 countries spent 4.8 billion Euros (6.48
billion U.S. Dollars) in fair trade products (Fair Trade International, 2013).

Dickson and Eckman (2006) developed a definition for socially resporgipbael and
textile businessesThey identifiel three conceptual themenportant in teaching social
responsibility to apparel and textile students. The first theme was a busiieedation
encompassing the environmahtonsideratiomnd multiple takeholders whaffectsystems
from production andnarketing toconsumption of products. The second theme accounted for
balancing ethics and morality with profitability achieved through accouityafoit business
decisions and strategies. The third theme was a desire for outcomes thastareble and do
very little harm tathe world and its people (Dickson & Eckman, 2006).

In conventional product development, agents and middlepersons may be involved as
productschangehands many timeisom exports from one country to sell through various
channels of distribution and merchants to the final user and consumer. Faung&res a

conventional export supply chain wittshorterfair trade cultural product supply chain.
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Figure 2 Conventional Export Supply Chain Compared to Fair Trade Cultural Product Supply
Chain (Fair Trade Software Foundation, 2014).

It is important to note that at each stage of the supply chain, a profit margin ddrstdde
the price of the product to allow each agent or company the opportunity to ecohpheodit
for their work Fair trade works to shorten this supply chain and eliminate some of the middle
agents and companieghich will ultimately allowa producer to earn a higher wage.
Cooperative networks andif trade distribution systenshorten the supply chain aatiow
producers to earn more for their products.

Alternative Trading Organizations

Cooperative networks in the fair trade supply clsystem may banAlternative
Trading OrganizatioQATO). These organizations assist artisan producersrasthmaterials,
financing and marketing of finished products because of the lack of knowledge of market
systems ant@dusiness skills (Dash, 2011). The philosophy ofAli® movement is the
recognition that one of the root causes of poverty is the dependesroalb$cak producers on
relations with agents and companies in the middle of conventional export supply chaths, whi

are often exploitive (Coote, 1992).



ATOs buy products directly from culturaftisans othrough support service groups that
operate with cooperate principles. Working with ATOs, artisan grouggin access to markets
they would not otherwise be able to reach. Many of the customers of ATO products dupport t
philosophy of cooperative production and fair trade. ATOs tend to be flexible and andieigt
when there are problems with supply and produdiwhdo not cancel an order if it fails to
arrive on time.

ATO catalogues and storefitenfocusonthe gift trade (PaigRkeeves, 1998). Being
associated with the giftade leads to a problem with AEGelling upscale and expensive items.
“Expensive handcrafted apparel and home furnishings are often marketed witadiszm
products from around the world creating an inappropriate xbfttehigh-fashion garments” (p.
85). Artisans who are producing handcrafted products, which take many days to produce,
deserve to sell their products at a higher price than the traditional gift mar&ddtition, the
traditional ATO customer represents a margomasumer segmeint the market that isaturated
with a particular item (Coote, 1992).

Cultural Artisan Textile Products

The commercialization of artisan production is expanding as the world markedftor cr
objects grows (Grimes & Milgram, 2000)he success of haadhfted products is dependent on
artisangroducing quality products in keeping with the tastes and preferences of consumers.
Increagd commercialization gdroductsfor export markets require artissto include artistic
craft and ethnic valuesith a touch of innovation (Dash, 2011).

After agriculture and tourism, artisan work providesesededsource of income for many
people in less developed countries (Basu, 1995). Proponents of artisan product development find

craftpersons can work and produce income while achieving social and cgtialsof



remaining in traditional villages and preserving cultural meaning through thés (Basu,
1995; Bhatt, 2006; Gringe& Milgram, 2000;Liebl & Roy, 2004). Craft producticior
commercial salés becaning an integral component of communrstieconomic activities
especially in rural areaBor many artisan enterprises, participation in regional and export
markets is essential to their survival (Littrell & Dickson, 19%8)wever,questions remain
regarding the viability of artisan enterprises €conomic developmeand sustainability
(Chatterjee, 200%;iebl & Roy, 2004; Morris, 1995

Cultural artisans would benefit by developing creative, innovative, and market-driven
products to a diverse customer base (Aageson, 198paraland textilecompanies have
recognizé the importance of fashion trenidscultural textile angbroduct development (Littrell
& Miller, 2001; Page-Reeves, 1998). Communicating current fashion tremndsltural textile
artisangs vital to their understanding and kntedge oftastes and lifestylesf those in the
global marke(Littrell & Miller, 2001).

As globalaccess expands withe use of the Internet, consumers have opportunities to
select unique productermerly found onlyin distantmarkets. With the Internet, consumers and
producers have flexible, fast, and inexpensive ways of participating in the glatsadtpiace for
products and services (Simeon, 1999). With increased globalization, handcrafted progricts ha
becomecommoditized and artisans are competintp\goods from all over the world (Dash,
2011).

In contrast to their skill with handcrafting textiles, cultuaalisans may not have
marketing skills, language skills, or sufficient capital to create their ownunwrshaseThey
want to weave and haverseone else sell their produbtany artisans may not have the ability

or skills towork directly with consumers on the Interrigtiilding strong artisan enterprises



requires investment in working with artisans to develop business skills accordingitdisisen
international craft marketing (Littrell & Miller, 2001aigeReeves (1998) describes the gains
and challenges of knitting artisan groups in Balithat prevent greater succeSke states, ‘m
matter how well a group is organized, or how well-made the product, obstacles mingbtai
sufficient credit, the difficulty of designing fashionable products which @gpeconsumers, and
the inability to access markets in industrialized countries, limit the growth oécatoge knitting
organizations” (p. 8b
Guatemalan Cultural Textile Artisans

Textile artisans in Guatemala awell known for their backstrap weaving of cotton thread
in bright colors of ancient patterns and symbols. In Mayan time, thdgSsdxchel taught her
descendantsow to weave at the beginning of time. Mayan Hands (2014), an ATO operating in
Guatemalagescribes weaving in the Mayan culture from the myth the goddess Ixshel fir
taught woman how to weave at the beginning of time. Since then, Maya mothers hhwve taug
their daughters, from generation to generation uninterruptedly for three thouses)chgeato
wrap themselves around the loom and produce exquisite cloth. In additopadidant
indigenougeligious ad social aspects, weaving Hastoricallybeen entral to women’s
economic contribution to their households. Since that time, every grandmother and mother has
taught her daughter to weave on backstrap looms (Chandler & Senuk, 2009). Backatrag w
is a traditional activityhat allows women to weaveur to five hours a day while maintaining
the daily activities of caring for children, cooking, feeding animals, arsthiwg clothes.

The backstrapveaving loom forms a shed or opening with two sticks that lift in
altermating directions taveave textils. The loom is transportable during the weaving praogss

securing the warphteads around a post or tree while the other end is secured by the backstrap



around the body giving tension to the yarns during the weaving process. Traditimoatign

are traned on the back strap loom and may weave in their homes, the garden, or travel to a
friend’s home and weave with others. Maya weavers use cotton yarn and creates joht
historic cultural symbols with the crossing of threads in the back strap loom. Waameaveave
up to 24” width of fabric ofimited length between 30 and 60 inches.

The art of weaving ipas&d down through generations aadaught tdboth men and
women. The weavers are primarily indigenous and liveydveem urban areas. Many avayan
descendants who settled in the highlands during thee86periocf traumaticcivil war in
Guatemaldrom 1960 to 1996. Mayan weavers live off the land with small houses and gardens
and continue their craft of bagtkap weavingo makefunctional d¢othing and apparel and home
itemsfor to sell in local markets fancome. Weaving and textile handcraft production provides
a strategy for indigenous women in the highlands of Guatemala to fight desparadiincrease
family income.Belonging to a weakg group giveswomen a sense of community while
providing a source of income and a way to maintain their cultural traditions bEnefit from
learning to express themselves in group decision making and gaining access¢atdypes of
training in caft and product development, health, and entrepreneurship (Lynd, 2000).

Since many of the weavers are in the mountain highlands of Guatemala, they do not have
easy access to markets. Traditionally, they travel once or twice aoveekl village markets to
sell their textiles to tourists or trade with othétswever, many of the weavers do not own
vehicles and rely on public transportatemd travelling to markets reduces the time the women
can spend weavin@he competition between Maya weavergntense and weavers often

negotiate at lowepriceswith buyers.
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Artisansfearthatif they do not continue to make qualityarketable producis
traditional designs ahteach their childrethe craft,both the designs and traditional weaving
knowledge will be lost, especially tHeackstrap loom technique. Local craft production may lead
to more seHreliance andndependence for young women compared to the option of
multinational factory work. Bughters of weaversaynow perceivéhand weaving as
unprofitable and many turn to other forms of labor including house cleaners, laborers in
maquiladordactories, oistore clerks or movingway from theiwvillage to continue their
education in hopes of obtaining professional jobs.

The possibility of sellindiandcrafted textiles in the international market allows artisans
to maintain their cultures and traditions while earning an income (Lynd, Zl@®material
price increasdas affectedréisansas they purchase yarn for their weavargicaused
Guatemalaveavingproducts prices to be higher marketgClifford, 2010). Indigenous
weaverdn Guatemaldave struggled to gain international marketplagsociateaeededo
export their goods.

In her work to improve textiles designs for the global marketplace and imprdeensys
to maintain high qualityvork by indigenous weaving groupdarthalLynd established a
working relationshipvith Maya Traditions, a non-profit organization, which supports weaving
cooperatres in the Guatemalan highlands. Lynd (20&3dished five fundamental guidelines
to improve the quality of work and sales of produ@tse first guideline iscknowkdgingwith
retailersthat product development is a slow procasd a series of samples take time to produce
before large orders aptacedfor production and delivery. The second guideliseessshigh
skills and creativity forindividualweavers in each growpho are abléo handle new color

combinations and measurements to create new samples. The samptaladioweavesin the
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community touse the new weaving as a tangible referéaceounting threads and devisiag
method to remember the design and color combinations. The third guialéis ample time
for the weavers to fill the orders because within the rural economy weavdragoosplish
other daily activities along with weaving for production. The fourth guidelasdevelopng a
few lower cost items combining small pieces of distinctive traditional weavings with less
expensive cloth to increas#adability of products for consumersThe fifth guideline was to
discount inferiomquality textilesby fifty percentso artisanseceive less for their weaving and
understand the consequermteneeting quality standards for their work.

Lynd (2000) discusses the challenge of introducing new designs and color combinations
requested by retailer&Ve want to help the women succeed in the intesnatimarket,
however, as a fair trade business committed to preserve producer groupshisadié do not
want producers to lose the integrity of their weavings” (p. 71). Weaving group®gearazel
to earn a better pridey sellingweavingshrough the fair trade system. Weaverstatght to
take personal responsibility for making the best work possible and to corredtasisbme of
the most difficult task for weavers is determining the value of each weawmetation to value
of their currency and ultimate price points of product in U.S. dollars or European cesrdie
pricing situation reflectgheir lack of access to thatérnet and the global marketplace and
possibly their need to work with organizations.

Peruvian Cultural Textile Artisans

With over 10,000 years of textile histoBeru ha the longest continuotisxtile
production in thavorld. Yarn and weaving processes wanegentedin Perubefore pottery at the
beginning of agricultural practiceBeruvian textiles incorporasamplehand spun animal fibers

into complex weaving (Roberts, 2014). Weaving traditions in Peru are passed down through
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traditional teaching methods of observatsnd repation. Peru is a centef modern technology
in textile production and has a placeadeading poducer of high quality textiles. As in
Guatemala, the backstrap loom ddiaskto preinca timesand is used for weaving in the Andes
today.

The primary region of artisan hand crafted weaving in Peru is located iatdeaRcha
Valley in the Cusco region. The women and children of rural Andean villages tend tlegir she
llamas, and alpacaBoth girls and boys learn to spin the yarn and contribute thread to the
household (Rowe & Cohen, 2002). Llama hair is woven into blankets, carrying cloths, produce
bags, andbraided into ropes and slingdheep fleece is a coarser fiber and may be useddoe
rustic home products that do not directly touch the skin. Sheep wool is the most commonly used
fiber in the region because it is easier to weave andhdyellama or alpacd he cloth produced
from sheefs wool is extremely durable and is much heathanfrom alpaca fiberAll yarn is
spun for a specific purpose and warp yarn must be spun more tightly than weft yarsebiecs
held under tension on the loom. On average, one meter (approximately three feet)oEgan
per minute with the hand spindle (Rowe & Cohen, 2002).

Alpaca has been bred in Peru for over 5,000 years. Alpaca hair is used for clothing
because it is softer and considerably warmer than sheep’s wool. Alpacas arensieoa year
during the milder part of the wet seasbmthe pre-hca civilization,nobles enjoyedine
garments of woven alpaca fleece while their wealth was measured accordingumbes of
alpaca they owned. When the Spanish conquered the Incas, 500 years ago, they ignored the
virtues of the alpaca and replaced them with their own sheep. The vanquished Irba, like
indigenous Maya of Guatemala, retreated to tbantains and took their prizetpacawith

them. Today there are appriomately 3 million alpacan the Andes (Threads of Peru, 2014).
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Alpaca fber occurs naturally in 22 colors, which makésaca the most diverse naturally
coloredfiber-producing animal on earth. Products made from alpataare generally more
valuable than those made of hair from sheep

Knowledge of the ancieptrocess of dyieg wools using natural materials almost
vanished from the indigenous Andean culture because of the ease and preferendatlfor brig
colored synthetic dyes. Synthetic dyes are less time consuming and aféeintease shades of
color. Howerer, the demantbr naturally dyed productsom foreigntourists has reintroduced
the art of dyang. Resurgenceén the old methods of dyeing using local plant and minerals has led
to consultation with the elders who remember the procesthardi/etraditions have been
preservedqRoberts, 2014 Peruvian textilartisans learthe art of natural dyes for sheep’s wool
yarns from plants in the region, so the color palette is much darker with muted rzddes.s

The Center for Traditional Textild€TTC) of Cuscastated in 1996, witha mission to
preserve the Inca textileaditions. Serving nine weaving communities, CTTC provales
community textile center, training and resources for all natural dyeinginknispinning, and
weaving(Alvarez, 2007) The CTTC empows artisans and develops markets for their goods.
Sustainale product development terms@fdleto-cradle, triplebottomiine, ard co-design are
fundamental to CTTC and the weaving groups. The artisans are involved with epgery st
required in making cldt, starting from shearing sheep to finished textiléne center promotes
cultural textiles from Peruvian artisamghich featurdraditional patterns and symbolic layouts
andcarry rare informatiommongtheindigenous people of Peru. This region has tegtiles for
communicating because writing has never been theegneans of communication amahg

Inca people.
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The coordinator of the Center, Nilda Callanupa, wavikh communities in the most
remote Andean villages to preserve traditions that might be lost as the industidalpacts
these communities. CTTC works with five communities to buhlelters where the villagers
gather to weave and share infatmon including dyeing and haaifting textiles. Elders now
meet in these shelters to passkanwledge andkills toyounger members of the community.
Nilda has builia collection of tradional textilesfor reference purposés be usedy villagers
seeking to revive lost techniques, layouts, and patterns. Traditionas @ex often weavings
madetwenty or thirty years ago, before great changes occurred in the cddetrgventual goal
is to establish local collections kapteach of the villages as well a®ll astraveling exhibits
within Peru(VanBuskirk, 2000)CTTC encouragethe youngegeneration to weave and has
accomplished the goal of training Cusquenan weavers to be proud of their heritdgeddions
by promoting the sale of textiles in the area (Alvarez, 2007)

Henrici (2003) reportthere argorogramsn Peru to assist smadcale producers of
handcraft products in an effort to brittgemahigher share of the profits. The report
acknowledges and responds to the concept of nonverbal forms of communication, such as simple
picturesof weaving designs and products, which may bele@ith the diverse makers of
crafts throughout PerThey found graphic elementemmunicate more widely than the written
word. Forms of graphic communication may include diagrams, photographs, and prints that
appear as guideslustrations, and patterns throughout the history of the cratft.

Practice-based Research withCultural Textile Products
Over the last thirty years, practice has begun to move out of the design studio amel into t

world of academia (Leavy, 2009). Praetior artsbased research is both emergent and
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interdisciplinary. Practicbased research projects should include a-meskarched contextual
framework and involve extensive practice of the artist or desgyskils (Bird, 2000).

This researclncorporatesihnovative product desigm collaborationwith the textile
artisangnvolved in thecreation of cultural textilediggs (2000) state$practicebased projects
are those which include as an integral part the production of an original artifdditiora
to...the production of a written thesis” (p. Emerging tools of practicbased research address
guestions in holistic and engaged ways in which theory and practice are intertweagy, (L
2009). The goal of this study incorporating preetiased research is determine consunmer
preferences of artisaextile productso-designed witlcultural textile artisagroups in
Guatemaland Peru

Co-Design in PracticeBased Research

Co-design is the joint creation of value in a prodagthe company and the customer
(Prahalad & Ramaswamy, 2004 he cedesign working relationshifor this practicebased
researched totextile design opportunities combining hand woven cultural textiliés
environmentally friendly textiles in home aagparel products. Co-designtedtiles arewoven
in Guatemala and then constructetbiproducts in the U.S. This processurs high quality
andcompetitive pricingor the global market.

The coedesign process allowed for a smaller piece of hand wegaviembroideryo be
part of a produdinstead obeingthe entireproduct.lt was important to develop textiles with
colors that would be attractive to global consumers while allowsmyershe freedom to
design textiles that were culturally important to their herit@gedesign integratethe textile
design process by sharing pictures of color inspirationgeafiohical diagrams of the shape of

weavings anémbroideriebased on product designs to #rasans
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The first series of cdesigned textiles were designeatb functional ancesthat
products for this practicbased research keeping in mind the tastes and lifestyles of a
contemporary consumeproducts in the exhibitiowere designed and deloped using
backstrap and authentic hand woven textiles fromt&nala and Peru as well as hand
embroidered textiles from Guatemala. Theseesigned textile productgere exhibied in a
university gallerythatallowed for display of aariety d functional home décogpparel and
accessory productb) the Guatemala section of the exhibit, hand embroidered textiles were co
designed with a Mayan artissto simplify the traditional embroidelyird desigrs from Santiago
d’Atitlan in Guatenala. Connectionsvith embroidery artissswaspossible through a micro
financing organization, Friendship Bridge,Guatemalavho assisentrepreneurial artisans in
the country.

To compare and contrast tbe-designed products, another grou@athentic texte
products, designed and woven by cultural textile artisans in Peru, was includeeéxhithe
The authentic Peruvian products in the exhibition featured weavings producedaysarti
working with the Center for Traditional Textiles in Cusco (CTTC) and donat&ldifiRoads, a
global textile marketplace enterprise located in Lovelamir@do. ClothRoads &sn e
commerce business atttht donate@uthentic textile productaade by artisans for the
exhibition. ClothRoads also donated Peruvian hand wtesitesfor the exhibitiorthat were
incorporatednto apparel and accessories by sedesign students of the university.

Exhibition Design

The plan for the exhibit featured cultural textiles from Guatemala andaResans by

dividing the 1,00Gquare foot gallery space into two distinct areas, Peru to the right, Guatemala

to the left Each product displayed in the exhibition received a number for the study. The
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Guatemalan textile products were numbered G1 to G32 and Peruvian products P40 to P60.
Numbers were displayed prominently on each product. Pictures of all Guatemalagevduc
shown in Appendix A and Peruvian products are shown in Appendix B. This exhibit plan
allowed experimentation of haaeven ail handembroidered textiles in diffen¢ product
categoriegSee Appendix C)YConsiderationwas giverto how visitors would experience the
gallery space to evaluate the textile produdise gallery spactcusedon color stories to
provide information onthe textiles specific to the geograplreas. Within the galleryhe
Guatemalan anBeruvian textile areativided into three areas, each with a specific color and
textile craft emphasis.

In the Guatemalan area, the first color story was “Bold and Bright”. Téssfaatured
the handembioidered bird textiles set infmllows, framed art, and tabiep productsTo
simplify the intricate bird embroideries found on traditional garments from SarAigtan, the
co-designed process was initiated watiMayan woman artisgrigure3). The gohfor the
simplification of the bird embroidery desigvas to allowthe artisarto be paid a fair wagfor

their handrafted needork andincrease aesthetic appeal fpobal consumers.
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Figure 3 Traditional Guatemalan bird embroiddérgm Santiago D’Atitlarand cedesignecbird
embroidery incorporated infglacemat.

The second color story was “Black and White Contemporary” using materialstef whi
and black hemp, hemp wool, hemp silk, and hemp faux fur. The products featured hand woven
backstrap squares with traditional Mayan designs on a black background. The handsneaving
the black and white color story were-designed with Maya Tradition weavers in Panajachel,
Guatemala. The Black avihite Contemporary color stofgatured acream hemp wool
women'’s suit and pillows with the Mayan Traditions woven squares inset into creama@ad bla
henp with a herringboneveave pattern.

The woman'’s suit was designed to appeal to a professional woman and a créatrae
target market. The color story kept the natural white, with focal points of hand woveassqua
that were calesigned with Maya Tradition$he coat had a back insetahand woven square

andtwo patch pockets of the eigimeh hand woven squarebigure4). The pillows incorporated
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the same color schen frame the beautiful hand woven textiied to appeal to a sophisticated

home décor market.

Figure 4 Black and White Contemporary Color Section with GuatemalaD€&gned Textiles

The third color story incorporated traditionahtagecultural textiles from Guatemala.
This area was established to compare consumer preferencedeasfigned textiles vih
authentic cultural textiles. TH¥intage Traditional’area of the Guatemalan products
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incorporated muted traditional colors and weaving designs including a vintage huipi,isvaic
loose fitting tunic garment made of thieevenrectangles with a He in the center to slip over
the headArtisan designed textilesereintegrated withproducts that had been recycled from
thrift stores including a rattan swivel chair, a rattan tadotedirector’s chairs (Figure5). Each

of thethreecolor stories inleided framed textiles created asfartthe walls.

Figure 5 Authentic huipilfrom Guatemala traditional cultural textile made into chair cushion.

The firstareaof the Peruvian productsaturedproducts that were edesignedy two
senior design students interested in fair trade and cultural products featgtely lsolored

woven textilesBoth of the students worked with ClothRoads, a cultural textile product e-
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commerce businesand had the opportunity to choose hand woven @lltextiles to
incorporate into their designed produ&@s-design for the Peruvian products involved students
using traditional cultural textiles amacorporatinghe textiles or textile design into
contemporary products, primarily apparel and accessorie

The firstproduct designedas a dresthat incorporated a narrow backstrap hand woven
panelin center front and back (Figure 6). The vertical stripes ofidimel woverpanel were
woven with alpaca yarns dyed with synthetic dyes. Synthetic dyes proalingider saturation
of color for the geometric design woven into the panel. The senior apparel dedgm gtaired
the hand woven panel with a light blue green silk faille moire taffeta with a woodipiah.
The fabric was chosen as a contrast tih bloe native colors and texture of the wool panel. The
design was draped directly on the dress form to accentuate the woven woal thigifront and
back center of the dress. The neck area had a geometric step shape symbelinicant culture

and capped sleeves.
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Figure 6 Co-designed tkessby senior design student using Peruvian hand woven cultural textile.

There were three color stories in the Peruvian area with products chosen fdrilbiite e
including authentic cultural textile products produced by artisans in Peru. Tireofosstory,
‘Natural Living, featured authentic hand woven alpaca products. These products included
ponchos, hats, bags, and weavings that were framed and displayed on furniture. Theafarns of
of these weavings were natural alpaea, whichcomes in 22lifferent colors ranging from
cream o dark brown. Figure 7 displattse manequins with the authentic woven and knitted

products.
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Figure 7.Authentic Peruvian hand-woven poncho and knittetdn natural shades of alpaca.

The seconaolor area of the exhihitNatural Dye§ feature Peruvian products
authentically designed and produdsdtextile artisans in Peru includimgnchos, bags, pillows,
framed artand tabletop products. Signage provided information regarding the plant and insect

materials used to produce the dark muted shades of the naturally dyed priéiduces].
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Figure 8.Authentic Peruvian poncho woven with yarns dyed with natural materials.

The third area of the Peruvian produc&hades of the Earitfeatured natural colors
using various plants, bugs, lichen or mditiese poducts were all created from the wool of
sheep or alpaca that was hand sheared, handspun, and woven on a back strdye|tetles
used in these accessorasl productsverefrom different villages throughout the highlands of
Peru.

The Gustafson Gallery is an exhibition space under the direction of the Avenir Museum

of Design and Merchandising in the Department of Design & Merchandising abGolState
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University. The gallery has a formal application system for exhibitieas;Appendix C
displays the application for the exhibit. The theme and name of the exhibit was {Jtmrne
Sustainability: Artisan Development”. The purpose of the exhibit as displayednamgsignd
marketing materials was “An Exhibition of Contemporary Apparel and Homer&ag
Authentic HandErafted Textiles from Guatemala and Peru” (See Appendix D).
Delimitations
This study is delimitedegarding the research objectives to includelesigned cultural
artisan textile products in comparison to authentic cultural artisan textile psdchra two
countries Guatemala and Pemnwijth a rich heritage and trad of textile artisans and
handtrafts.The study was limited by time, placand spae in the exhibition D51 cultural
textile products in one gallery of a collegengaus building. The exhibition was open to the
public; however, due to the location of the gallery,itagority of participants wereollege
students andot representave of the public invited to the exhibition. The majority of the
participants may havan interest in clothing and textiles because the gallery is located within
department of design and merchandisiftge focus of this study is on indigenotextile artisans
and recognizethat similar issues may relate to artisan work in the U.S. amd otluntries.
Assumptions

The assumptions of this research are that the products in the exhibition repEsafitpart
of the textiles produced in Guatemala and Peru and are not representative afrall texdtile
products in the two countries. Assumptions are made that the participants in the savwened
honestly and to the best of their ability regarding product preferesttibscies regardingnique

consumer products, and psychographic and demographic information.
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Significance of the Staly

The overarching aim of the study is to identbnsumepreferencesf cultural textile
products to increase global market access and sustain the livelihodtlodl textile artisans in
Guatemala and Peru. By understanding the prode&nences foconsumers foartisan textile
products, artisans and marketing organizations will be more effective in ménetireeds and
desires of target markets and identifying new niche markets.

The significance of this study is to understandsumer preferencesd unique products,
and attributes ofolor, function,andquality in artisan textile productgindingsmay benefit
artisan textile organizatiorand expandiable markets for cultural textile artisan products with
increaseconsumer demand. Application of design principles, product design and development,
and consumer preferences may be applicable across disciplines of deslgting, social
enterprise, and sustainability. Practlmased research may be significantardesign processes
andpedagogy of product design education.

Practicebased research in-@esignof artisan textilegnd identification ofinique textile
products by consumers is incorporated. Information in product design and development
processes to innovate and incorporate cultural artisan textiles into desmgm ghoducts is
useful for artisan entrepreneurs and organiza@Gmrdesign is one of the eight most important
emerging trends for businesses across the globe (Manyika et al., 2007). Caistm@ay an
important role inproduct innovation through adesign (Prahalad & Ramaswamy, 2004). The co
design process offers multiple stakeholders opportunities to learn and solve problems
collectively. Cadesign develops a design outcome with deeper consumer satisfaction than

traditional product centric offerings fmassive consumgi(Niinimaki & Hassi, 2011).
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The specific objectives of this study are:

1. Analyze consumers’ preferences of cultural textile products in the eghiliitey
would most like to own.

2. Understand the consumer and desr perspectives of atesignedextiles and
products with cultural artisans from Guatemala and.Peru

3. Determine consumers’ preferences in relation to product attributes of uniqueness,
color, function, and quality of cultural textile products.

4. Explore the relationship of consumers’ Desire for Unique Consumer Products and
product preferences for uniqueness, color, function, and quality of cultural textile
products.

5. Explore the relationship aultural textileproduct preferencesf millennial
consaimers withcultural creativityvalues anatharacteristics

Researcher’s Perspective
My interdisciplinary doctoral program of study included coursework in the Gl8baial
and Sustainable Enterpri@SSE)program at Colorado State University. | was gittea
opportunity toreturn to Guatemala three yeafter my first visit with a teanof graduate
students researching home textiles used for dengue prevention. Again, | endoMiatygaie
weavers who asked for help in reaching the glofeket. Our team changed focus from the
home textiles with insecticide to puttitegether plans to work with fair trade weaving groups.

My research includes working as a designer with cultural textiles asdragtirom

Guatemala and Uzbekistan. This role has provided understanding of a global consumers’
perspectivand preferences purchaing cultural textile products have practicévased

experience as a designer in the fashion industry, developing products for my opangand
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as a freelance praodt designer. As a product designer, | developed understanding of quality
assurance as well as the relationship of price with quality in terms of cdistracd target
costing. Awareness of production capabilities as it relates to retail pricingastampwhen
considering the consumer. This study integrates both the design and developmeastwithce
consumes’ product preferences and attitudes.

As an academic researcher and designer in the fashion indagtwork has led to
research studies suggjing limitations of global consumers’ perceptions of cultural textile
products in terms of color, silhotet and fasteners. While trairej to weaving groups in
Guatemala, our GSSE team was made aware of the opportunitglésigm éxtiles with the
Mayan weaverslt is difficult for textile artisans in Guatemala to construct products due to lack
of sewingand product development training, equipment, aadtetity. Incremental innovation
to the supply chain process for cultural textile product devedop by combiningrtisans’
textileswith sustainable textiles may provide cultural artisans access to the global haaeketp
and increase sustainability for their craft.

Presentation of Dissertation

The study is organized as a thiaicle dissertationThe next three chapters are
presented each as a journal article. Eatilcle incorporates one aspect from the process model
of conceptual framewogkfrom the survey research of this study and consumer product
preferences from the exhibition of cultural textile products from Guatemd|eru.

The first article Chapter 2, explores consumer product preferetiagswould most like
to own of the 51 products in the exhibitidg?aticipants written responses of ‘what they find
most interesting and attractiveegarding the product preferences were analyzed using

gualitative analysidn addition, qualitative analysis of designers’ transcripts of products in the

29



exhibition and public blog posts of a student designer associated with the exhibition and
currentlyworking with the textile artisans were examined.

The second articleChapter 3, explores consumer resgarfer the eighitem scale for
the Desire for Unique Consumer Products. Participants’ scores for uniqgusasse@ated with
consumer product preferences for uniqueness, color, quality, and fuddimnesearch explores
the relationshipf the marketing scale ambnsumer preferers betweemprodud attributes. The
articlefurtherexplores consumer product preferences for low and hglesof desire for
unique products.

The third article Chapter 4examineswenty-two statements of valueslated to cultural
creativity ofmillennial participantsMillennial consumer preferences for ‘would most like to
have’ of the cultural textile pducts from Guatemala and Peru in the exhibit were analyzed.
Exploratory factor analysis reduced the twetwp items of cultural creatity to five factors.
Product preferences were examined related to characteristics of each factemingat there
is a difference between the factors in millennial preferences of cultural textleqgps.

The final chapter summarizes results of the three conceptual framewoelationship
to consumer preferences of cultural tiexproducts. Theesearch providendings regarding
co-design of cultural textiles and products and recommendations for artisans andatigasi
regarding innovation of processes and products. Recommendations for futurehraadarc

implications for applying this research to practioe @nsidered.
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CHAPTER 2
PREFERENCES FORO-DESIGNED ARTISAN TEXTILE PRODUCTS
FROM GUATEMALA AND PERU
Introduction

Artisan work provides a needed source of income for many people in less developed
countries (Basu, 1995). Proponents of artisan product development find craftpas@dns’
producesncome, achievesocial and cultural goals of remaining in traditional villages, and
preserve cultural meaning through crafts (Basu, 1995; Bhatt & Dignard, 1995; Grimes &
Milgram, 2000; Liebl & Roy, 2004). Craft production for commercial sale is beupam
integral component of communities’ economic activities especially in ruras.dfer many
artisan enterprises, participation in regional and export markets is elssetiter survival
(Littrell & Dickson, 1999). However, questions remain regarding the viability of artisan
enterprises for economic development and sustainability (Chatterjee, 28bI7&LRoy, 2004;
Morris, 1996).

Product preferences of participants were explored relatid twoncepts of
sustainabilityoriented innovation and adesign employed in cultural artisan textile products
from Guatemala and Perlihe commercialization of artisan production is expantbngraft
objectsas the world market grows (Grimes & Milgram, 2000). The success of handcrafte
products is dependent on artisans, especially cultural textile artisans, pgpduality products
in keeping with the tastes and preferences of consumers. Increased conmatociaf
products requireartisans to integrate their artistic craft and cultural values with a touch of

innovationfor export market¢Dash, 2011).
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Cultural artisans seek to develop creative, innovative, and market-driven products to a
diverse customer base (Aageson, 1997). Apparel and textile companiesmyanlliciral textile
and clothing have recognized the importance of fashion trends to influence and inform the
product development (Littrell & Miller, 2001; Paid®eeves, 998). @mmunicating current
fashion trends to cultural artisans is vital to understanding global consuastes and
lifestyles. Building strong artisan enterprises reqarginvestment in business skill training for
the artisansccording to specialists in international craft marketing (Littrell & Miller, 2001)

Cultural textile aisans want to weave and have someone else sell their products. Many
artisans may not have the ability, time, or business acumen to work directly witruaneons
base outside of their country and/or on the Internet. As ghalzalss expands withe use othe
Internet, consumers have opportunities to select unique products formerly only availabl
distant markets. With the Internet, consumers and producers have flexibleydasgxpensive
ways of participating in the global marketplace for products and serviceed®i 1999)Lee
and Littrell (2003) found more than half of 200 cultural product websites had a scércity
narrative and pictorial information about the products, cultures, and artisans. ICultura
information about artisans’ lives and craft production with views of product detajlemh@ance
customersinterest in aneéxperiences with cultural products on the Internet. Knowledge of
distribution networks are necessary for cultural artisans to thrive in a glabetihiCohen,

1998; Eber & Rosenbaum, 1993; Tice, 195

The study seeks to explore consumer preferencesadsigned and authentic artisan
textile productdrom Guatemala and Pepuesented in an exhibition incorporating contemporary
color trends with traditional craft and textdesigns. The exhibition displayed both co-designed

artisan textiles, products @esigned with artisan textiles, and authentic textile products
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produced byultural textile artisansThe university gallery exhibition allowed display of a

variety of functonal home décor, apparel, and accessory products designed and developed with
cultural textile weaving groups from Guatemala and Peru as well as handdsmdnidextiles

from Guatemala.

Over the last thirty years, practice has begun to move out of the design studio amel into t
world of academia (Leavy, 2009). Practice or-bdsed research is both emergent and
interdisciplinary. Practicbased research projects should include a-meskarched contextual
framework and involve d@gnsive practice of thetgsts or designers’ skills (Bird, 2000). Biggs
and Buchler (2008) stat&yracticebased projects are those which include as an integral part the
production of an original artifact in addition to...the production of a written thesis”.(fh2se
projectsuse emerging tools of practib@sed research to address research questions in holistic
and engaged ways in which theory and practice are intertwined (Leavy, 2009).

To explore the process of innovating firecess of creating artisan textiles;dmsign
was intiated with a cultural textileveaving group in Guatemala. @esign is the joint creation
of value by the company and the customer (Prahalad & Ramaswamy, 2004pdesign
relationship included theesearcher, cultural textile artisastudentesignersand the product
development manager of the cultural textile weaving association. This gmdelsitionship for
practicebased research led to textile design opportunities combining hand woven cultural
textiles with environmentally friendly textiles home and apparel products. Cultuetile
insets for these products were woven in Guatemala and then constructed into pnaithects $.
to assure high quality and competitive pricing for the global market whilefyimgglithe supply
chain To understand consumer preferences related to tHoesign process of artisan textile

products from Guatemala and Peru, the following research questions will be ahswere
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RQ1)What is the experience of consumers and designersadsigned cultural artisan
textile products?
RQ2)Is there a difference between consumer preferences-fibesigned cultural textile
products and authentic cultural artisan textile products?
RQ3)Are there innovations suggested to the supply chain for cultural textile prémaunts
consumer preferences?
Cultural Textile Products

Consumers purchase fair trade products due to a high level of handcrafted workmanship
and high product quality (Dickson & Littrell, 1996, Kim et al., 1999; Lee & Littr20l06).
Textile artisans may adopt a product strategy to follow culttaditions in color, embroidery,
fabric, and construction techniques for the U.S. target market (Littrellli&i2001).
Garments held greater potential for purchase when they had familiar oaenadrg and fabric
features compatible with participants’ wardrobes. Their findings suggegtexatiuct
development strategy to extend product attributes of color, fabric, constructiomlaraddery
for a U.S. market. Fashion silhouettes and closures may require adaptation af eattwedded
products (Kotabe & Helsen, 1998). Olson (1999) reported international clients of Glaatem
weaving cooperatives actually prefer irregularities in artisan textiles $etaey appear unique,
noncommercial, and have an indigenous quality.

In Guatemala and Peru, textile artisans reach their miaykedveling to local marketso
sell their textiles to tourist$air trade organizatiorsse another option as theyprk with textile
artisans by purchasing anelleng their products through their organizations. Fair trade
organizations must acquire marketing expertise for modifying products wartbsres and

achieve sales (Littrell & Dickson, 1999). Knowledge of current market trerlsasumer
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preferencesegarding cultural textiles products maypardaccess to global markets (Lynd,
2000).

The productive base of artisan textiles in Guatemala is composed of 700,000 to 900,000
weavers, most of whom are indigenous women from socially marginalized, lowancom
households. These women combine back-strap weaving with other economic activitigef Man
the retdibusinesses in the popular tourist market channel operate as microenté¢uises
Villeda, 2005).Typical products are woven strips of textiles thratased as table runners,
placemats, napkins, pillows, and bags.

Peru is known for their handcraft of weaving and knitting of woolen yarns. The wool is
produced from alpaca, llama, and sheep in the highlands of southern Peru. Textiles are woven or
knittedfrom handspun yarn from animal hair in the community (Rowe & Cohen, 2002).
Typically, women’s shawls, men’s ponchos, and bags are decorated with lengthtteseed
bands including symbolic designs of the Inca tradition.

Sustainability-Oriented Innovation

This study seeks to explore the procesgrotiuct developmerdf cultural textiles
embeddednto contemporary product€ultural textile artisans have limited resoes and
knowledge about product prefereneesl lifestylesof potential customers in the global
marketplace. Research based guidance in product design decisioig méRicultural artisans
maydevelop strategie® innovate the supply chaio enter new markets (Littrell & Miller,

2001). Klewitz and Hansen (2014) describe Sustainat@iitgrted Innovation (SOl)as a
process toward sustainability with relative incremental improvements ieggggroduct, and
organizational innovations. By creating more sustainable product design and development

processesSOIl may le successful in nicher mass markets (Schaltegger & Wagner, 2011).
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Sustainable-oriented innovation (SOI) provided a conceptual framework for endile
product design to develop products for this exhibition and study. Klewitz and Hansen (2014)
developed an integrated frameworkianovative practice in terms of strategic sustainability
behaviors and types of SOls. FigurdiSplays the integrated framework for sustainability
oriented innowtion (SOI) practices with strategic sustainability behavmriacrease efficiency

and shorten time of production with innovative efforts at process and product innovation.
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Figure 9 Integrated framework ddustainabilityOrientedinnovation(Klewitz & Hansen,
2014).
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Opportunities to innovate for sustainability received attention with the Brundgpod r
in 1987, which encouraged the importance of firms to create, redesign, adapt, and diffuse
environmentally sound technologies (WCED, 1987). From this initial eco-innovation debate, a
new stream of research on sustainabuitiented innovaons (SOI) with a broader focus on
environmental, social, and economic dimensions was initiated to integrate the afesew
products, processes, and organizational structures (Hall, 2002; Rennings, 2000; Scléaltegge
Wagner, 2011; van Kleef & Roome, 2007).

Co-Design

Market pull innovation occurs whethesignes observe users’ needs, analyze the needs,
and propose a solution to meet user needs. In this source of innovation, users may propose a
solution to their unmet needs, which ocouco-design. Imovation in meket pull is incremental
and emphasizes new product desigsing existing technologies targeted toward existing
markets. Incremental innovation might be found in an apparel company using more
environmentally friendly materials (product) and providing better working tondifor
production workers (process) (Verganti, 2008).

To assist cultural textile artisans in understanding and interpretingifiagsbnds and
consumer tastes in a global marketplaloe process of edesignwas initiatel. As a process of
collaborative design thinking, co-design involves joint inquiry and imagination in whictsdive
people explore and define a problem and collaboratively develop and evaluate solugiens (St
2013). Participants are able to express &adestheir experiences and negotiate their roles and
interests to jointly create new products andifive change. &-designpresents an opportunity to
implement new processes and textile produatis culturalartisango create textiles

incorporated int@xpaned product offerings to increasales in the global marketplace.
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More than 50% of new products failed to meet financial expectations due to lack of
involvement with the customegiOgawa & Piller, 2006). SimilarlyCooper and Kleinschmidt
(1987) reported 35% of new products failed to meet financial goals due to not meetimgecus
wants and desire¥he coedesign process offers companies and customers opportunities to learn
and solve problems collectively and develop a design outcome with deepanay satisfaction
than traditional product centric offeringpassive consumgi(Niinimaki & Hassi, 2011)Co-
design may be a beneficialol to help producers predict customer wants, desires, and purchase
behavior.In co-design, a customer clientis involved in the product design with the producer
in the form of developing sketches or congrdided design. The produaeses this feedback to
explorethe possibility of developing the product.

To differentiate beveen designerand customers’ perceptions of products, Chamorro-
Koc, Popovic, and Emmison (2008) compared visual representations of designers and users. The
study found designers did not describe the experience of using the product. Irt,caseras
described the expence of using the product instead of its visual representati@re are
different perspectives in approaching product desiugmch may validate the use of-csign.

The coedesign process incorporated incremeimabvations in the process béckstrap
weaving to producemaller piece of hand weaving into produgcinstead of weaving antire
product. It was important to develop textiles with colors attractive to gloibgumers while
allowing cultural artisans the freedom to design and creatéeextiportant to their tradition,
craft, and cultureColor inspiration given to cultural artisans was determined by research in color
trend research from fashion trend organizati@usdesign was integrated into the design
process througdigital pictures of color combinations, visual inspiratipasd technical

diagrams fothe shape of weavings and embroideries.
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The cadesign process with Maya Traditions in Panajachel, Guatemala began with
research of fashion trends and color. Color insginstivere coimunicated with digital
technology to the weaving organization and thread combinations were chosen adocotding

by the researcher (customer) then shared sy#tfic weaving groups, producgiSee Figure

10).

Figure 10.Color inspiration sent ttair trade weaving group in Guatemala

A technical diagram drawing was prepared for the weavers to understand the atimber
weaving squares and dimensions for the weaving Welcolor choices (See Figure)1Ihe
weaving strip included eight weaving designs of 6” by 6” surrouthgezheinch black borders,
eachto be set into a pillow cover design or incorporated into appafedvers creatkcultural
designs with weaving patterns of their choice in the selected yarn catorsliag to the
weavirg diagam. Each strip woven on the backstrap loom had gighting desigmmotifs that
wereworked into products for excdive limited edition products. The smaller weaving motif

inset into a contemporary prodwatows an excluse and higher priced product for thearket.
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Figure 11. Weaving diagram for cdesign of cultural textiles back strap weaving with Maya
Traditions, Guatemala

The weavers uskthe same yarn colors in three to four different weaving strips to create
colorways for the product{See Figire 13. All of the decisions around the design of products
incorporated principles of sustainability. The Guatemalan hand woven piecewrasrgo a
cotton muslin backing and then strips of hemp fabric or hemp/silk fabric were senamtothe
backstrapvoven textile. Strips and patterning of the pillow face incorporated principles @f

waste of materials.
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Figure 12 Maya Traditions woven patterns on black background inspired by color inspirations.

Products were constructed and sewn locally in the U.S. using contract sewers who had
beendisplaced as industrial sewing operators from factories. Wigjikl.S. contract sewers
produced higher quality in the produgtonstructioras they arérainedin high quality standards
of production. Theroduction sewer centethe backstrap woven textile into the front of the
pillow with quilting techniques to give the textile a finished edge on the unevergsage.
High quality is accomplished with seam finishes as well as placement of a Apuierction in
the U.S. allows for incremental improvements to the process to assure high quadisydsa
The hemp fabric and the pillow forms were sourcethfne-state companies to saskipping
costsand maintain standards of sustainability in the suppéin.

During product development, costitakesinto consideratiomnestimatefor an
acceptable retail pricr the consumer. The pricing of products includes the following:fajr
wage for the hand weaveé?) a fair wage for the U.S. sewer in ctnusting the pillovs, 3) the
cost of environmentally friendly fabric (hemp, silk, wool, or hemp blends), 4) the cost of

environmentally friendly pillow forrg, 5) a profit for the social enterprise, and 6) a donation
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from each sal@o the weaving organization for health and educatamalprograms for the
weaversA key principle for this social enterprise is pricing the product to provide funds to
ultimatelyimprove the community in which the weavers are located.
Methods

Fifty-one products were preseniadhe exhibition in three major categories. The first
category was cdesigned textiles with artina in Guatemala and Peru and designeul
contemporary products (21 products). The second category was authentic handuwitoveh
textiles cedesignednto productq15 products). The third category was cultural textiles
designed into products by tlkaltural textile aisans in Guatemala and P products). Six

categories regarding function of products were included in the 51 products in the @xhibiti

x

11 apparel products

x 11 fashionaccessory products

x

6 home décor framed art products

X 16 home décor pillows

X 3 home decor table products

X 4 furniture products

Paper and pencil surveyverecollected from people viewing the exhibition for 60 days

on a voluntary basis with responses from 2@tpletedsurveys. The exhibition was open to the
public Monday through Friday from 9 a.m. to 4 p.m., with free admission. Students in courses
related tofashion industries, merchandising processes, fiber arts, and consumers in the
marketplace were asked to complete the survey while viewing the exhibititudénsfair trade
group on campus viewed the exhibit and participated in the survey as well as non-students

visiting the exhibition
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Viewers of the exhibition experienced the products in various sensory modes.
Information and pictures regarding the products and cultural textilarsstisrzeaving groups, and
weaving and dyeing processes were displayed. Viewers were able to see andetotaldhbies
of the cultural textiles to understand the complexity of the weaving, knittiregnbroidery. For
accurate presentations of colors, products were displayed under museum quaég halo
lighting. A video presentation played during the exhibition with pictures of thamstitheir
culture, and the landscapes of each country accompanied by music. This expehancedn
the opportunity for consumers to assess garment and product attributes impon@nt to t
preference, acceptance, and willingness to own (Littrell & Miller, 2001).

Qualitative methods were used to analyze data collected from three s@e&sst
source of data waaritten descriptios from the survey instrument of participants viewing th
exhibition: “Choose one product in the exhibition you would most like to own. Write the number
shown on the product and describe what you find most interesting and attractive about the
product”. The second source of data whe transcription from a one-hour video recorded during
the exhibition by the researcher discussing the textile and product design argmahevelof
each product in the exhibition. The third source of data was public blog posts and reBpamses
a stident designer who worked for six weeks with the cultural weaving organization in
Guatemala to assist with the-design process and new product design.

Data wereopen coded with a linby-line analysis to compare similarities and
differences. Constant comparison was utilized as a systemethod of comparing concepts
against one another to see how they relate to a similar phenomenon (Strauss & Corbin, 1998).
Axial coding allowed the researcher to make connections among concept estegdri

subcategories and selective coding identiBetergent themes (Dey, 1999; Strauss & Corbin,
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1998). Data from the video transcripts and blog posts were open coded and analyzed with
constant comparison process.

Trustworthiness andeghendability of the analysis weirecreased with the use of two
audit coders with design and fiber arts backgrounds. An interrater reli@oétficient was
calculated on agreements of ttading of the written responses from the survey. The number of
agreements by the three codéradedby the tothnumber of responses, resuliacan interrater
reliability coefficient of 93.73%, which is acceptable for qualitative mese@ ouliatos &
Compton, 1988).

Results and Discussion

The results of frequen@nalysisof 266 responses for participants’ selection “Gleoo
one product in the exhibition you would most like to owarg displayedh Tablel with 10
products accounting foesentyfive percent (75.9%) of produpteferencesAt least one of the
participants selected Fortne of the 51 products in the exhibitionwdnty-four (24) product
preferences were from Guatematad £venteer(17) of the selected products were from Peru
The breakdown of functiocategories wasl1 apparel (69.6%); 4 furniture (12.2%); 12 home
décorpillows (6.4%); 7 fashiomccessories (5.7%04 home @é&corframed art (3.1%); Bome

décortable product$1.5%).
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Table 1.Frequency analysis of participangoduct preferences for “the product you would

most like to own”.

Photo of Product

Prod| Function | Co-Design/ | Frequency Valid | Color/
# Authentic Percent Country
P42 | Apparel | Artisan 47 17.7 Muted
Dress Textile / Natural Color
Co-designed with Contrast
product -
designed by Peru
U.S.
undergraduate
design student
P47 | Apparel | Co-Designed 42 15.8 Muted
Dress textile / Natural Color
Co-designed
product- Peru
designed by
U.S.
undergraduate
design student
G2 | Apparel | Authentic 28 10.5 Muted
Dress Textile Natural Color
Co-designed Embroidered
product - Flowers
designed by
U.S Designer Guatemala
in New York
G16 | Apparel | Co-designed 22 8.3 White
Coat textile / Contemporary
Co-designed Blue Pocket
product-
designed by Guatemala
U.S. designer
researcher
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G20 | Furniture | Cultural 17 6.4 Bright Color
Table textile /
Co-designed Guatemala
product —
designed by
researcher
G28 | Apparel | Artisan textile 14 5.3 Muted
Wrap / Artisan Natural Color
Skirt Product —
made by Guatemala
artisans in
Guatemala
P40 | Apparel | Co-Designed 10 3.8 Muted
Tights textile / Natural Color
Co-designed
product - Peru
designed by
U.S.
undergraduate
student
P46 | Sofa Artisan 8 3.0 Natural Fiber
Shawl Cultural Color —
Textile— Alpaca
Woven by
Peruvian Peru
artisans

46




G1 | Apparel | Artisan 7 2.6 Muted
Jacket Textile / Natural
and Pants Co-designed Colors mixed
product - with Bright
Designed by
researcher Guatemala
60 | Apparel | Authentic 7 2.6 Dark Natural
Apron Cultural Dyed Color
Textile
Product Peru
Total 75.9

Consumer experience of edesigned and artisan textile products

Written responses of “what you find most interesting and attractive aboubthecifor
products selected for ‘would most like to dvaontainedoersonal and emotional experiences by
the participantas to how they would use and enjoy the prodQuatlitative analysis of th
participantsiwritten response®und color, shape, and fashion trends important to product
preferences. References to intricate patterns were defined by partieipanbal’, ‘ethnic’, and
‘native’.

Trend, fashion, style, color contrast, and the versatility of how the product can basvorn
apparel and fashion accessories were the most important considerations witierg sefgroduct
to own. A word cloud was developed with NiVivo softwafearticipants’written descriptions
of the product they would most like to own. The word cloud is based on word counts from
participants written response for “what you fethmost interesting and attractive about the

product’ is shown in Figure 13.
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Figure 13.Word cloud for participants’ written response for “moseresting and attractive

about the product” selected for ‘most like to own’.

Four major themes emerged frgmualitative analysis of théata forthe written

description of “what you find most interesting and attractive about the prodydffodern mix

with Traditional, 2) | Love the Detail, 3) Pop of Color, and 4) Versatility.

Modern Mix with Traditional

The first theme found for the consumers’ written description of progdettsted for

‘most like to own’ was ‘Modern & with Traditional’.

This theme encompasses the purpose of

the study to understand the process oflesign. Participants expressed great interest in the

“mix” of “traditional”, “tribal”, and “ethnic”,with “modern lires”, “silhouettes”, and “shapes”
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found in 152 of the responsd@@able 2displays a sample of the responses of ‘mix of modern and

traditional described primarily for apparel product preferences

Table 2 Participant responses for ‘Modern Muith Traditional'.

Product#  Response for “most interesting and attractive about the pro(Reticipant #)

G2 | love the shape of this dress, and | think it was sutdoaidea to mix a sleek, modern dress w
the traditional embroidery. | also love my color combination. Using the@dery here makes it
seem more relevant in a sensefits with our fashion culture while showcasing the cultural
tradition (Participant 27)

P42 It is very modern with a traditional Peruvian tou&tarticipant32)

P42 It is an interesting use of color and silhouette. It is also something | weald The textiles
mixed with the modern silhouette makes the dressimggyesting(Participant71)

G2 The color of the dress is nice because of the subtle pattern, the sleeve bmbstlisoks
appropriate, the embroidery on the bottom is gorgeous and the shapefiswtiern
(Participant74)

P42 | would love to owrP42 because the green mixed with the beautiful textile on the fronakd |
has amazing contrast. Stylistically, it is very modern and the fislonpeccable. llao love the
feel of the fabriqParticipant 86)

P42 This Peruvian textile is beautifusdt is unique. | love how it has a modern twist using color
blocking. It's a sort of aqua color with a lovely patterned design that l@sigribal (Participant
101)

G2 | find the use of tribal patterns with the addition of studs and embeaiflewers appealing and
creative. | like how the traditional fabric is used in a modern dress withpdessilhouette that is
functional (Participantl46)

G1 Integration of fabrics, designs, and trims; Modern, stylish weaijabket design. Very wearable
very interesting; very unique; very "GuatemaléRarticipantl 94)

G16 Modern. Great textural migParticipantl97)

P47 It is moden but still has an ethnic fedPérticipant206)

G2 | found the floral embroidery at the bottom very attractive athdught that the buttons down th
side gave the dress a modern appRatt{cipant222)

P42 The color palette and the mixture of line & texture has so much viRight& interest | just
want to keep staring. It is also in a more modern silhouettehvaloisldbe worn today that's a
bonus Participant228)

G28 The whole outfit is modern yet incorporates the textiles as not iry adhatadetracts from their

cultural heritageRarticipan253)
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| Love the Details

The second theme found was ‘I Love the Details’. The phrase “I love” was used in 166
statements and most of the respes in this theméescribed one of thdress’ garments in the
exhibition. In this theme, love was an emotion, an experience for the consumers ofitre. pr
The use of the word ‘love’ was found in the attributes of the garment. Resporisdednc
variations of “I love the color”, “I love the pattern”, and “I love the design”. Oneqyaaint
describes this experience as, “I absolutely love this dress because thereoliivsaat and show
off the flowers at the bottom well” (Participant 107). Another participant wroteyé the
colors, use of line, decorative flowers, braided shoulder straps, and thicknessriishate
(Participant236).

This theme includes appreciation for the style of the apparel. Shape and silhouette we
commonly described as structure, simple lines,samgblicity of the garment a4 love how
classy yet simple the design of the dress is” (Particippamd”l love how simple and clean cut
the white coat seems and how it showcases the beautiful textiles incorpotrati iback”
(Participant 103).

Pop of Color

Thethird theme of the consumers’ experience was ‘Pop of Color’. Color was used in
survey responses 164 times. Many of the responses discussed the contrast of colodsthad use
word ‘pop’. For example, “I love the white color of the coat, with blue pattern pockefsaat
(Participant96) and “the colors, patterns, and texture when paired with the tiffany blue, pop out
and are so beé&tul” (Participant86). Participants noticed the contrast of colorso-designed
products with contemporary color treneispecially when these textiles were framed with black,

cream, and/or neutral colors. Complementary colors were described as nestingeand
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attractive, “Mixing the mint green which is a very popular color right now, \egtréd and
orange is a diffemt yet elegant mixtur@Participant 270). Survey participants wrote about
colors being on trend and used descriptions of ‘@&tehing”(Participant 13)“attracts the eye”
(Participant 223), “a new twist to the trend of color blocking” (Participant 101), andSaaflo
the motifs are interesting without being too loud” (Participant 181).
Versatility

The fourth theme of consumers’ most interesting and attractive producptiesswas
‘Versatility’. Versatile was used in the respeasas well as suihemes of “I would war” and
“Functional”. Many of the responses given for apparel products included staseragarding
wearing the garment. Common responses included “it looks like something | waild $itas
something | would see myself wearing”, “nesk me want to wear it every day”, “something |
would wear for sure”, “I would definitely wear this”, and “I would wear it”. Fuoctl was
included in responses fapparelfashionaccessories, and furniture “The functionality is its best
feature. It carbe set inside and out. It looks very durable and the colors look like they can go
well in a variety of settings.” A functional response for a product prefereneetétne was, “I
find this product most interesting because it is beautiful and functional. | loveuferand this
table is the perfect size, perfect colors and looks unique and unlike any tablehensghere
else” (Participant 116).

Designer Experience with Exhibition Textiles and Products

The designes’ experiencs incorporated perspectives of working with &éngsans for co
designed cultural textiles in developing new product designs for the exhiliiienesearcher
conducted galitative analysi®n thetranscriptdescribing the design and development of the 51

products in the exhibition and public blog posts of the design student who participated in the

51



exhibition during her internship with the weaving organization in Guatefglare 14displays

the word cloud of the transcript and blog posts using NiVivonso#
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Figure 14.Word cloud of designers’ video transcrgitdblog posts.

Analysis of he verbakranscripts and written blog posts of working with design and
development of artisan cultural textiles and productsi®exhibition found four theme$)
‘Textiles tell a story 2) “‘Women work hard’ 3) ‘ Design collaborationand 4) Sustainability.
Resultsfoundanemphasis on cultural artisans producamgl incorporating traditional textiles
with limitations of size, uneven edges, and unique colors into a contemporary productsat w

be functional and well accepted by the consumer. The researcher and student fiesigad
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on the details of each product, especially in terms of sustainable textileaes$ses of
weaving anctonstructionThe weaving organizatioand the process of developing products
implemented incremental improvemetdsnnovate the process of incorporating cultural artisan
textiles into new product categories and designs based on this re3éareixperiencéor the
researcher and student designers of products for this exhibition had a fleremiperspective
than the findings gparticipants experiences and written descripsoof product preferences.
Textiles Tell a Story

The first theme, ‘Textiles tell a storyhcludesthe weavings, the weaveemd the
weaving communities. Each weaving community is unique in their group dynarhics, w
requires recognizing what these women communicate through their textieea.omen
communicate through their weaving designs with common motifs, weaving technigges, a
signature colors from various weaving groups and communities. Weaving groups hiaeeé wor
together for a long timeithin their groups they are talkative and full of laughter.

The student designer wiegt‘In all of their meetings there have been children present and
women often weave with their children wrapped on their backs”. They appreciatgribelism
in their weavings and enjoy creatitrgditional textiles techniques. The student designer
repored, “l have so much respect for these women who pass down the tradition of backstrap
weaving from one generation to the next. Cecelia learned how to weave fromther when
she was ten and her daughters were able to help me when Cecilia was busy takingetare of h
baby”.

Women Work Hard
The second theme found in the transcripts and blog posts was ‘Women work hard’.

Women in Guatemala have been fighting for their rights to obtain equality mt fesaers but it
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is a huge struggle for many to stand up to their husbands. Other women in the weavings
communities are single and work on their own after their husbands leave. “The woman live i
extreme poverty and may reside in ugly situations, but they are capabletmigcseah
incredibly beautiful works ofrél’ (Textile Trekker, 2014, p@4

Weaving is a very complicated time consuming process. The backstrap loom has
limitations of width dimensions for woven textiles. Initial communication during theegsoof
textile codesign is vital for the weaving grougsuatemalan weavings are unique because
backstrap weaving takes skill with the body holding the tension of the warp yatasads
lift the threads with sticks to weaveetpattern with the cross yari&mples are time consuming
to produce for both the weaver and the weaving organizations and must be approved before any
revenue is received. Photos of the first weaving samples are sent to designgysofcalao the
women can continue to weave on the same weaving loom to save time and effort. The student
designeistate “when the artisans work with brocade, working at the cultural weaving
organization office proves beneficial so changes can be made to the desgeasilyr. If a
final product is not what was ordered, the weaving organization cannot accept the product and
the women weavers will not be paid for their weavings.

Design Collaboration

The third theme for the designer experience is ‘Design Collaboration’. Ire@akt,
designers can choose which weaving techniguk®€est meet their needs for textile design.
Weaving yarnsnatched color palettes sent fromidegrs. The student designer wrote about her
experience in matching threads to color stories, “I had fun doing this, but it can disiiché
to make decisions about someone else’s vision, so | am thankful for the speed of ¢gctivatlo

allowed me to send picturesttee designer for confirmationSpecific weaving structures,
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weaving skillsguality control, and schedules for delivery differ with weaving groups in differe
communities. Often, the weaving organization is unable to understand the uttusters for
the weavings or products from emails and images from the designers.
Sustainability

The final theme found in the exhibition transcripts and posts was ‘Sustairialility
product development fdhis exhibition, sustainability was considered at every level. The
designer worked with fibers and textiles that are considered sustainabtingdhemp, silk,
wool, and Tencel. To highlighhe cultural artisan textilesustainable fabrics were utilized in
various products. Vintage textiles were repurposed and developed into new proalucts. F
example, the chair wasade of a vintage huipil and the jackets designed from a vintage corte
or skirt. Attention was given to creating products to minimize waste duringgatid sewing
operations.

The experienceof consumers and designers ofdesigned culttal artisan textile
products wereisnilar to previous studies th&tdund consumers described the experience of using
the product (Chamorro-Koc, Popovic, & Emmison, 2008) versus designers who were focused on
details of the produ@nddid not describe experiencdhe different perspectives maglidate
the use of calesign as here were many opportunities to learn and solve problems collectively,
especiallybetween designers and artisan weaving organizations to provide deeper satisfaction
with the design process (Niinimaki & Hassi, 2001). The study included many diffgpes of
products in various function categoriegdaltsfrom this studyfound thatcultural textile artisans
might expand product offerings. Expanding product categomegincrease sales in the global

marketplaces reported by SteeA(13).
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Consumers preferred @esigned cultural textile produdtsauthentic cultural artisan
textile products with six of the top nine selected products being co-designed. Apparel products
had the highest percentages of consumer preferences and affirmed the impdfiasiuen
trends related to consumers’ tastes and lifestyles (Littrell & Miller, 20013. was found in
selections of the tank dress and tights with silkscreened Peruvian textilesddsigse two
products reflect an active lifestyle and current fashion trends and were ddexseise of the
traditional pattern. The theme of ‘Modern Mix with Traditional’ was evident ifepeaces.

These selections reinforce adopting a product strategy to follow tradition®memwlbroidery,
and fabric (Littrell & Miller, 2001), while adapting products with fashion silh@se#nd
closures (Kotab& Helsen 1998). These findings highlight the potential for purchase when
cultural textile garments are compatible with consumers’ wardrobes.

Sustainabilityoriented innovation provided a framework for new textile and product
design. Consumers preferred products which designers had apstadchability in materials,
construction, and innovation of the weaving process (Schaltegger & Wagner, 2011). Apgarel a
furniture productswere preferred by participantsstead of home accessories, bags, and fashion
accessories thate typical product offerings of cultural textile organizations.

Implications and Future Research

The implementation of the edesign process was positive according to consumer
preferences. This process may assist cultural weaving associations irtiomo¥@roducts and
organization. The process of communicaiwotpr trends and allowing cultural textile artisans to
produce traditional designs may provide incremental improvements in the product dew¢lopme
process that holds potential focreased access to lgal market (Lynd, 2000).r8aller sized

weaving inset into contemporary products received high levels of supmont participants
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Preferences for furnite products provide support for new product development and incremental
improvements in new product areas to expand market demand for cultural textile products

Sustainabilityoriented innovation incorporating the process of co-design pdad
theoretical framewdrintertwined with practice (Leavy, 2009). This gtiae-based research
found joint creation of value with the weaving organization and the researcher, an@xpecte
result of cedesign (Prahalad & Ramaswamy, 2004)-designprovideda framework fothe
researcher and student designers to work with cultural handcraft organizations teeitineva
design process arfdir tradesupply chain.

In reference to the experience of consumers and designersiesigmed cultural artisan
textile productsresults foundlifferentexperience for users and designers. Consun(asers)
described emotional experiences when selecting a product preference. Bhexfpmtiences
included a love of mixing traditional with modern in wearing silhouettes that han afel
simple lines in functional and comfortable appdeeltticipants descrildefurnitureproducts in
emotional terms of function and enjoymente researcheaand student designefdesigners)
emphasizedthe details of textile design and collaborating with the artisans to speed up the
process of creating proceasd improving the wrk experience for cultural artisari3esigner
experience foused on product development with sustainable materials and innovating the
process involved with the supply chain of fair trade products.

The research founal difference between consumer preferences-alesigned textile
products and authentic cultural artisan textile products. Consumers preferred pnodoet
exhibition that incorporated co-design in the creation of the textiles and the prmdpicigucts

that developed bgultural textile artisans. Design collaboration between cultural textile atisan
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and designers of contemporary products will result in products for the global métket
increased market demand.

Sustanability-oriented innovation afeducing the size of baektraphand waen textiles
of contemporary color combinations woven with tradition desiggre preferred bparticipants
in this exhibition.Modern silhouettes and simple lines in the products with a mix of traditional
textiles and patternsere preferreds in previos studiegLittrell & Miller, 2001). Color was an
important element in participants’ description of their product preference. Tihesan process
incorporated in textile and product development for this exhibition is beneficial to producing
products for contemporary consumers to meet their tastes and lifestyles (Lynd, 2000).

The process of hand woven backstrap textiles continues to be a slow process, however,
the weaving layout of small textile insets allows for quicker and increasddgiion by
artisans. The highly skilled weavers continue to develop traditional designs in new color
combinations and become a tangible reference for counting threads for othes avttkan the
same weaving community. With this proven process afesigned textiles inset into
contemporary apparel, home décor, and furniture, the uneven edges of the weaviregsesam
into other textiles thahcrease affordability to an average buyer with high quality standards
(Lynd, 2000).

The innovations suggestse fairtradesypply chain for cultural textile products could
include design collaboration with contemporary trained designasstst culturahrtisans in
developing textileso meet the tastend lifestyles of contemprary consumers. Co-design may
shortensteps in tk supply chain to develop textiles and products to meetendumer needs
and desires. Participation in this resedezhto a student designieeing selected as amtern

with the weaving organization in Guatemal&e student observed and facilitated the co-design
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process for new textile developmaerith the researcheAfter the internship, the organization
hired the student designer for Product Development and Sales Manager. In profpsaciita
at Maya Tradions, she continues to innovatee process of cdesign to expand opportunities
for theartisan weavingroups and provide fair wages for the women in the weaving
communitiesMaya Traditionsnow uses a questinaire for esign partners whare interestd in
co-designing a textiléor size, layout, weaving techniques, and yarn coldesya Traditions is
working to improve their quality and style tatilesfor contemporary customers whee trend
conscious.

The coedesignprocess continuda practice by the researcher in an emerging apparel and
home décor eommerce enterise incorporating the findings this study. Future practice-
based research platsinnovate processes to develop new cultural textile products in categories
of furniture and apparel. Furthegsearch irsalesof cultural textile produs with co-designed
cultural textiles willconfirm consumer preferences of contemporary color combinations, product

design, and purchase intention.
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CHAPTER 3
CONSUMER PREFERENCES OF CTOURAL TEXTILE PRODUCTS
FROM GUATEMALA AND PERU: DESIRE FOR UNIQUE CONSUMER PRODUCTS
Introduction

Access to global markets through usitig internet allows handcrafted cultural textile
products the opportunity to reach new consumers. Consumers now have access to uargle cult
textile productdormerly found only in foreign markets. It is important to understand consumer
preferences of cultural textile products to sustain the livelihood of texigarmst Preferences
regarding product attributes of uniqguenesdor, function and quality may assist cultural textile
artisans to design and produce products that are considered unique with high markdt dema

Apparel and textile companies producing handcrafted textile products and apparel hav
recognizedhe importance of fashion trends to influence and inform their product development
(Littrell & Miller, 2001; Page-Reeves, 1998). Communicating current fashion trends to cultural
textile artisans is vitalo help them understand consurtestes and lifestgs. Building strong
artisan enterprisggquirestraining artisans fobusiness andesignskills according to specialists
in international craft marketing (Littrell & Miller, 2001).

Craft production for commercial sale is becoming an integral compoheatronunities’
economic activities especially in rural areas. After agriculture antstopartisan work provides
a needed source of income for many people in less developed countries (Basu, 1995). Proponents
of artisan product development find craft persons can work and produce income Wieénac
social and cultural goals of sustiag livelihoods with market demand fartisarhandcrafted
products, remaining in traditional villages, and preserving cultural meanougptintheir crafts

(Basu, 1995; Bhatt, 2006; Grimes & Milgram, 2000; Liebl & Roy, 2004). For marsaarti
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enterprises, participation in regional and export markets is essential tathr@iakand
sustaining their crafts and skillkittrell & Dickson, 1999).

Cultural artisans seek t@delop creative, innovative, and market-driven products to a
diverse customer base (Aageson, 1997). With the Internet, consumers and producensabf cul
handcrafted textile products have flexible, fast, and inexpensive ways oifaginig in the
global marketplace (Simeon, 1999). With increased globalization, handaasfteths’products
arecommoditized andompetewith goods from all over the world (Dash, 2011).

The commercialization of artisan production is expanding as the world market for
handcrafted objects grows (Grimes & Milgram, 2000). The success of handcraftedpreduct
dependent on artisans producing quality products in keeping with the tastes and qgesfefren
consumers. Increased commercialization of products for export market® radisians to
include artistic craft and ethnic values with a touch of innovation (Dash, 2011). The need for
unigueness may have a positive influermcethe demand for new products (Reinders).et
2008). This may be true especially for artisans producing new products for texatiract an
expanded customer base.

This practicebasedresearch incorporates innovative product design in collaboration with
cultural textile artisans involved in the creation of textiles and products. BighBuchler
(2008 report practicdbased projects include the productioronginal artifacs in addition to a
research component. Emerging tools of pradiiased research addressesearch questions in
holistic and engaged ways in which theory and practice are intertwined (Leavy, 2009)

The goal of this study was to determine consumer preferences of uniqueness for
handcrafted cultural textile product®fn Guatemala and Peru. Fityeproducts were

displayed in a ‘Journey to Sustduilgy’ exhibitionin a university galleryThe exhibition
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displayed products from six product areas of functiompparel2) accessories) framed
textiles,4) pillows, 5) tabletop, and) furniture. The exhibitiorallowed visitors to seand touch
the products while gaing information about the handcrafts amdisans The artisansvho
produced the handcraftedltural textiles were associated witleaving organizations in
Guaemala andPeru.The significane of this study to understagtbbal consumer preferences
for uniqueness related to color, function, and qualitgultural textile products

Cognizance of consumers’ product preferences may provide cultural texsigsa@nd
organizations who work with them information to incredesmand and sales soistan their
livelihoods This research evaluated new product categanéspossible solutions to incorporate
cultural handcrafted textiles into products to increase consumer demestaingbilityoriented
innovation implementedrocessmprovements working witkultural textile artisans to increase
time and production of backstrap woven textiles (Klewitz & Hansen, 2014). Consderati
sustainability of materials and improvements in product developguged the textile and
design process (EngEnright, 2018. The researcher made decisions considexusgainability
in the choice of accompanying textiles aegurposindurniture and vintage cultural textiles.

Desire for Unique Consumer Products

The desire for unique products may relate to consumers’ prpteferences regarding
attributes of cultural handcrafted textile guzts. Individuals with a high Desire for Unique
Consumer Products acquire and display material possessions to developacegit-that is
different from others (Belk, 1988; Lynn & Harris, 1997; McCracken, 1986; Richins, 1994).
Consumersnay weampparel and accessoriasdisplayhome décor products that are not
available locally and found while travelling éthercountries. Snyder and Fromkin (1980) posit

the desire for unique products drives consumers to maintain a sense of distinctiutmess
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their social group. This desire is defined as “individual’s pursuit of diffeesstrelative to
others that is achieved through the acquisition, utilization, and disposition of cons.othe fay
the purpose of developing and enhancing one’s personal and social identity” (TialerB&ar
Hunter, 2001, p. 50).

Creating and expressing a unique self-concept, through the acquisition of unique
products, are powerful emotions that drive human behavior (Dittmar, 1992). An individual’s
self-concept may be altered by the accumulation of different products ardifeantiation
demonstrated through purdes(Grubb & Hupp, 1968). High desire for unique products may
have a positive association wipheferences for cultur#extile products that increasearket
demand.Cultural handcrafted textile products may be marketed as a scarce produce loécaus
the limited number of cultural artisaméo are continuing with thearafts. A scarce product in
Western societies has a greatly increased value (S&y#Eeymkin, 1980) and is cannot be
easily copied or duplicated (Fromkin, 197Bjeferencefor scarce products relatesgreater
motivation and need for uniqueness (Fromkin, 1970).

Consumers diffein the extent they hold a personal goal for differentiation or
individualization with the acquisition and possession of consumer goods that few otlsesspos
(Harris & Lynn, 1996). This goadriental individual differentiations the Desire for Unique
Consumer Products (DUCP). This desire will manifest with an increased terideauryuire and
use products that are scarce, innovative, and customized and an increased tendency to shop at
small, unigue retail outlets.

Consumers prefer expressing uniqueneseaially acepted ways, which suggests they
purchasegroducts that incorporate a uniqueness appeal, such as clothing or jewelryalMateri

expression of uniqueness is particularly valued because it satisfies themeeidfieness
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without risking severe social penalties (Snyder, 1992). Consumers may acguitis@ay
material possessions to develop a social image as one who is unique (Fisher &9Rtce
McAlister & Pessemier, 1982).

Consumers seek new and different products and brands that differentiate therfngeive
others (Goldsmith et al., 2007). Companies that create multiple product options for consumers
may better meet the preferences and allow consumers to differentiate thenseicaster,

1990). Clothing, home furnishings, and recreational goods are marketed on the basist® expr
aspects of the self because they do not represent spending as a large proportion ofedisposabl
income as do houses and automobiles (Tian & McKenzie, 2001).

McCalister and Pessimier (1982uggest a desire for unique products influences new
product adoption and variety seeking behavior. In a study of college age st@tam®Berger,
and Van Bogen (2012) found everyday clothing choices signaled social iderdity
simultaneously conveyed individual desires for uniqueness to communicate diffteoanti
Previous research revealed consumers who have a need for uniqueness have a féiodable a
towards personalized apparel and novel products (Workman & Kidd, 2000; Halepete et al.,
2009). E-shoppers with positive attitudes and DUCP had higher purchase intention toward e-
customized apparélang & Kim, 2012)Their study suggested target maikgbf mass
customization ould be based on e-shoppsegkng unique products.

Cultural Product At tributes

Cultural product are goods that include crafts and Hrét conserve heritagd
traditional practices and industries. Consumers believe cultural productsgue and has
visual appeal resultinigg anincrease in positive attitudes toward shopping for these products

(Halepete et al., 2009; Shaw & Clark, 1999; Yu & Littrell, 2003). Cost, product quality, and

64



relevant information were major concerns to individuals purchasing cultural proddcts a
customizationnfluenced consumers’ intention to buy cultural apparel products. Studies have
found consumers purchase cultural products due to a high level of handcrafted workmanship and
high product quality (Dickson & Littrell, 1996, Kim et al., 1999; Lee & Littrell, 2006).

Customers with certain liggyles may likely be drawn to a particular set of product
attributes because of perceived functional or emotional relevance of thdseextto their
desire for uniqueness. Lee and Littrell (2006) identified consumers of cydtodhicts on the
Internet were most interested in buying jewelry (67%), followed by fasltioesaories (41%)
and seasonal or holiday items (37%). In their study of 220 consumers of cultural product
websites, customers asked for greater variety in product selection angtamsesr

There are five motivations for consumer selection of cultural products:dtjngre
aesthetic experiences and meaning with the physical features of prodwasyiy, touching,
and learning about a product’s structural and aesthetic qualities, which grawidavard,
individualistic, and affective interaction with products, 3) enhancing tigelactivities with
products used for eating, cooking, playing, dressing, and decorating, 4) estalsigfichentity
and creating a personal style with products that differentiate the owner tners,d) allowing
consumers’ connection with others, their communities, and ways of life through undergta
artisan processes (Littrell & Dickson, 1999). “When products spark momentaryssugeiight,
or diversion, the quality of life is enhanced” (Lee & Littrell, 2003, p. 358). Olson (19p8itesl
international clientprefer irregularities in the cloth, dye lot, and desidpesause thegive
products arappearance of beingnique, noncommercial, and have an indigenous quality.

Cultural textile artisans may adopt a product strategy to follow traditions in color

embroidery, fabric, and construction techniques for the U.S. targketaittrell & Miller,
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2001). In their study, 244 western consumersfgremces of desigrfsom India of new pant and
skirt designs found “artisans may need to break from tradition to customize thet @pparel
silhouette and fastening system to those current in the consumers’ cyituB8) Garments
held greater potential for purchase when they had familiar overall gaameabric features
compatible with the participants’ wardrobes. Their findings suggested a progatipiaent
strategy to extend product attributes of color, fabric, construction, and embrioidérg U.S.
market. Fashion silhouettes and closures may require adaptation of culturddethpeoducts
(Kotabe & Helsen, 1998).
Cultural Textile Artisans from Guatemala and Peru

The weavers iuatemala are weknown for backstrap weavings of cotton thread using
bright colors incorporating ancient patterns and symbols. Martha Lynd (26@@ycked
Guatemalamndigerous weaving groupand suggested ideas to improve textiles designs for the
global marketplace and improving $sms to maintain lgh quality. Knowledge of consumer
preferences and current market trends may expand cultural textile besiardsgain access to
global marketgLynd, 2000). Lynd established a working relationship with Maya Traditions, a
non-profit organization, which supports weaving cooperatives in the Guatemalamtgghla

Yarn and weaving processes were invented in Peru before pottery at the beginning of
agricultural practices. Peruvian textiles incorporated simple hand spun atvenalgnd
devebped complex weaving (Roberts, 2014). Weaving traditions in Peru are passed down
through traditional learning methods of observation and repetRiemnwian cultural textiles
featuretraditional patterns and symbolic layouts and carry rare informationgthe

indigenous people.
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The demand for naturally dyed products by tourists reintroduced the art of dyein
Peru. Ancient knowledge of the process of dyeing wools using natural matenatt aanished
from the indigenous Peruvian culture becaus@é@®ase of dyeing and consumers’ preference
for brightly colored synthetic dyes. The resurgence of old methods of dyeimglos#h plants
and mineral$ed to consultations with elders who remember the process to presedye the
traditions (Roberts, 20)4so the color palette is much darker with muted natural shades.

This study developed cultural textiles with Maya Traditions in Guatematador
exhibition. The Peruvian artisans producing textiles for this study were involtteewery step
required inmaking cloth, starting from shearing sheep and alpaca to finishedgekiiee
research seeks to understand the relationship of desire of unique products and consumer product
preferencesf cultural textile products from Guatemala and Peru for the following questions

RQ1 What is the relationship of the Desire for Unique Products and consumer product
preferences for uniqueness?

RQ2 Is there a positive association with consumer preferences for uniqueness and
consumer preferences for color, function, and quality?

RQ3 Is there a difference between constsneho score high and low f@esire for
Unique Consumer Products and thewauct preferencés

Methods

Participants were visitors to an exhibition of handcrafted cultural texoltupts from
Guatemala and Peru in a university gallery. The exhibition was freatryiand open Monday
through Friday fom 9 a.m. to 5 p.m. for a 90-day peridéarticipantexperienced products in
various sensory modes including narratives and photographs of the textilesasisaving

groups, and weaving and dyeing processes (Lee & Littrell, 2003). Partgipard able to see
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and touch the intricacies of the cultural handcrafted textile products to undehstarwiriplexity
of the weaving, knitting, or embroidery. Accurate presentations of color prololeicts were
displayed under museum quality halogen lighting. This experience enhanced the oyportuni
consumers to assess garment and product attributes important to their prefaesance,
and willingness to own (Littrell & Miller, 2001).

A survey instrument was prepared to measure product preferences and scbees for t
Desire for Unique Consumer Products measuThe researcher received Institutional Review
Board approval to conduct the study in the gallery (See Appendix E). Vigittre exhibition
received a consent letter describing the study and were asked to give eaitsemt for the
survey with contact information (See Appendix Fper and pencil surveys were caiecfrom
271 respondents over 60 of the 90 days during the exhibition. The survey instrument is
displayed in Appendix G and asked for product preferences for product attribute8 as 22
items related to cultural creative values and experiences.

Participants were asked to rank their preferefimes™, 2" and ¥ in four attribute
categories of uniqueness, color, function, and quality for productsGroatemalan and
Peruvan setions of the exhibition. Participants wealkso asked to score thdat8m scale for
Desire for Unique Consumer Products (DUCP) (Lynn & Harris, 199Fg DUCP uses a five
point Likert scale of Strongly Disagree (1) to Strongly Agree T8)e DUCPwas chgen to
measurearticipants’ desire for uniqueness becausedirectly and more strongly related to
consumers’ attitudes and behaviors ttremgeneral Need for Uniqueness scale (Snyder &

Fromkin, 1980).

68



The majority of the participants were fem&€%). The majority of participants
identified as members of the millennial generation (94%), born 1980 and afterofydgnic

profile of thesample is summarized in Table 3

Table 3. Demographic characteristics of study participants (N =271)

Demographic Frequency %
Gender Female 232 85.6
Male 37 13.7
No Response 2 0.7
Age Millennial (1980 and after) 254 94.1
Generation X (19651979) 6 2.2
BabyBoom (1946 — 1964) 5 1.8
Swing Generation (born before 1945) 5 1.8

Results and Discussion

The Pearson Correlation was conducted to test for internsistency of the scaldll
8-items on thdDUCP scalecorrelatedwith p values below 0.01. Correlations revealed medium
to large effect size between .352 and .573. The exception was “I like to try new goods and
services befa others do” which wheassociateavith “| am very attracted to rare objects” had a
small effect size of .192. Mean scores of the eight items from the DasWaique Consumer
Products are displayed in Table 4. Participants favored products as differenand scarce.
The high mean scores on these items may indicate a high preference for cahdcahfied

textile products considered as different and scarce.
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Table4. Meanscores foitems in Desire for Unique Consumer Products (N = 271)

Item M SD
| enjoy having things that others do not 445 .87
| enjoy shoppingt stores with different and unusual merchandise 429 .84
| am very attracted trare objects 416 .86
I am more likely to buy a pduct if it is rare and/or unique 400 .97
| like to try new goods and services before others do 3.86 1.01
| tend to be a fashion leader rather than a fashion follower 3.76 .90
| would prefer to have things made-order than off-theack/shelf 346 1.14

| rarely pass up the opportunity order custom features on products | buy 3.28 1.14

Rank order of produgreferences were analyzed usmglti-response group frequency
for product selections of%12", and ¥, for each product attribute of uniqueness, color, function,
and quality for both Guatemala and Peru prodirasticipants’ Gumalan product preferences
with highest frequency for uniqueness are displayed in Figure 15. The Guatemalan \piibduc
the highest frequency for uniquen&gssa crearacolored catemporary coawith threehand
woven squares of shades of blue and blagwings(G16) The cultural textile weavings were
inset into the coat in front pockets and center back panel. The second and third product
preferences werirniture items of a chai{G21) and table (G20T.he top of the accent takiad
insets of small hand woven textiles of black and red. The chair featured a auststncted
from avintage huipile textile, a traditional bloug®rn by indigenous Mayan women. The shape

of the huipile was maintained and inset into hemp canvasttefepurposedattan chair frame
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Figure 15.Guatemalan products withighest frequency for uniqueness.

Guatemalan products were coded for three categorieslans in the exhibition: 1) Bold
& Bright; 2) Black & White Contemporary; and 3) Muted VintggegelEnright, 2016).
Participants’ color preferences for Guatemalan products were 48% Muted&/i25% Black &
White Contemporary, and 22% Bold & Bright Colors. Product preferences foridnhot
Guatemalan products were 46%papel, 20% furniture, 19% pillows, 11% tabletop, 2% framed
art, and 1% accessories. As shown in Table 5, N represents the total respahsesaimple of
the multiresponse frequency fof}12"%, and ¥ rankings of product selections from the survey.

The top five ranked product preferences were similar across all four prodibcitatselections.
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Consumer preferences showed little difference when considering specificpattributes of

color, function, and quality. In terms of the top fijmeferre products for uniqueness: two were

similar for color, four were similar for function, and fouere similar for quality.

Table 5 Multiple response frequency aysis of Guatemalan product preferentoes
product attributes (Product # G1 - G31)

RANK UNIQUE COLOR FUNCTION QUALITY
(N =799) (N=778) (N =784) (N =757)
1st CoatGl6 DressG2 CoatG1l6 CoatG1l6
(10.8%) n=86 (8.0%) n=62 (12.0%) n=94 (16.5%) n=125
2nd ChairG21 Top/Skirt G9 TableG20 TableG20
(9.8%) n=78 (7.7%) n=60 (10.8%) n=85 (8.5%) n=64
3rd TableG20 PlacematG4 ChairG21 ChairG21
(8.6%) n=69 ChairG21 (7.3%) n=57 (6.7%) n=51

4th Top/SkirtG9
(8.5%) n=68

5th DressG2
(8.3%) n=66

(7.6%) n=59

CoatG16
(7.5%) n=58

Jacket/Pant&1
(6.7%) n=52

Bodice/SkirtG28
(6.4%) n=50

DressG2
(5.6%) n=44

Jacket/Pant&1
(6.5%) n=49

DressG2
(5.7%) n=43

Multi-response frequency analysis for uniqueness for the Peru products found a hand

crafted tassel belt @, upper left), long@ncho (B7, 29 from left), and knit dress (P47"®

from right) received the highest rank percentage. These five products are shown in Figure 16.

The dress (82, right most) ranked"2in unique and color was co-designed by a design student

who integrated handroven cultural textiles into the centfieont and back panel of the design.

An authentic hand woven wool runner was draped aveather sofa (lower leftanked second

in function and quality.
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Figure 16.Peruvian products with highest percentage for uniqueness.

Peruvian poducts wereoded for three categories for color: 1) Muted Vintage, 2) Natural
Alpaca, and 3) Natural Plant Dye. Results of color preferences of Peruviantprogoe 47%
preferred Muted Vintage, 41% Natural Plant Dye, and 12% Natural Alpamdudprefereces
for ‘function’ of Peruvian products were 58% apparel, 26% accessories, 8% furniture, 4%
pillows, and 4% famed art. Belts and aprons were coded as accessories.

As shown in Table 6, N represents the total responses for the sample of the multi-
response frequendyr 1, 29 and 3 rankings of Peruvian product selections from the survey.
The tassel belt, handcrafted by the textile artisans, was preferred forngsquand was selected
4™ for color. The knit dreswith Peruvian textile design siscreerwas selectedsifor function
3 for uniqueness and color. The long poncho, handcrafted by textile artisans in Peru was
selected ¥ for color and quality, % for uniqueness and function. There were not consistent
choices for each of the attributes for the Peruvian products however eight proeiectanked

by participant preferences for the top five choices in four attributes.
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Table 6 Multiple response frequency aysis ofPeruvian prodct preferenceor product
attributes(Products # P40 - P60)

RANK Unique (N= 800)

Color (N=769)

Function (N= 779)

Quality (N=743)

1st

2nd

3rd

4th

5th

Tassel BelP56
(15.9%) n=127

DressP42
(9.9%) n=79
Knit DressP47
(9.1%) n=73

PonchoP57
(8.9%) n=71

Apron P60
(8.8%) n=70

PonchoP57
(13.0%) n=100

DressP42
(12.5%) n=96
Knit DressP47
(8.5%) n=65

Tassel BelP56
(8.2%) n=63

Apron P60
(7.5%) n=58

Knit DressP47
(9.9%) n=77

Sofa RunneP46
(9.1%) n=71
Apron P60
(8.5%) n=66

PonchoP57
(8.0%) n=62

Table RunneP58

(7.6%) n=59

PonchoP57
(10.0%) n=74

Sofa RunneP46
PonchoP47
(9.8%) n=73

DressP42
(9.4%) n=70

PonchoP43
(8.6%) n=64

Apron P60
(7.0%) n=52

Participants’ product preferences for each of the four product attributes of ursguene

color, function, and quality were highly correlated and statistically stgmifiat the .001 level

for both Guatemalan and Peruvian product preferendiest Bizesbetween .34 and .48r

preferences for the foroduct attributes are moderaReliability for the product preferences

for the four attributes showed positiver@ation. Participants considered all attributes when

making a product preference. Correlation coefficient analysis between patitilcites is

shown in Table 7 with all relationships showing significance below .001.
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Table 7 Correlation matrix oproduct peferencs per producttiribute

Attribute Uniqueness Color Function Quality
1 2 3 4

Guatemala Product

1. Preference for Unique

2. Preference for Color 416*
3. Preference for Functio .337* A421*
4. Preference for Quality A407* A404* .488*

Peru Product
1. Preference for Unique :
2. Preference for Color .453*

3. Preference for Functio .454* .436*
4. Preference for Quality .458* 371* A403*

* Significant at the .001 level

Comparison of Product Preferences for High and Laeores for DUCP

The overall mean for thei8m scale for Desire for Unique Products wamputed as a
new variable and anged. The mean for the DUCP was 3.91 with a SD of .658. Frequency
analysis determinethe upper 25% and lower 25% quartiles of the participants. The upper 25%
mean of means was greater than 4.38 (N = 78) and the lowem23% of measmwas 3.50 or
less (N = 71). Product preferences of these two quartile groups were compareddtandder
how the Desire for Unique Consumer ProdBXsCP) scorgelated to product preferences.

Descriptiveanalysis explored Guatemala and Re&mn prodict selections’ first choice for
each productattribute for participants with higRUCP score corpared to participants with low
DUCPscore Table 8displays product numbers and frequency valueS&tatemalgroduct
preferenceselected fods ranking foruniqueness, color, function, and quality comparing upper
25% and lower 25% of mean of meatsre for Desire for Unique Consumeo@ucts.For each
of the four product attributes, highest frequencies of product preferences for upique, c

function, and qualityvere all apparel produc{&2, G16, G1) for high and low scores of DUCP.
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Both upper and lower DUCP scores for function and quality selected the coatQ@li6jal
textiles inset into familiar products and silhouette®re preferred by participants for function
and quality. Design collaborations with cultural textile artisans may beeetha product
design incorporates modern silhouettes and functional product categoriesatieatiorel
contemporary consumers taste and lifestylé® fourth ranked product prefererioe
uniqueness for the uppBXJCP quartile was a wrist cuff access¢B29) made of vintage
Mayan textile and trimmed in white leather. The lower 25% quartile selagésdet and pants
(G1) of vintage textiles, for both unique and quality attributes. Veityatil apparelwith modern
silhouettes and casual functionalihay be a product category that could increase demand for
cultural textiles.

Product preferences for color for both upper and lowertitpsaof DUCP scores
reflected fashion trends and textiles that werelesigned with Maya Traditions using color
trend inspirations. The exception was a placg@4d) rankedthird by both upper and lower
guartiles. The placematasconstructed of bright contrastimgloredtextilesand featured an

embroidered birdh the center

Table 8 Comparison of Guatemala product preferences for upper and lower Qua@Hes

Attribute  Unique Unique Color Color Function Function Quality Quality
Quartile  Upper Lower Upper Lower Upper Lower Upper Lower
25% 25% 25% 25% 25% 25% 25% 25%
N=76 N=75 N=75 N=72 N=76 N=74 N=74 N=67
Ranking

1st| G2 (N=11) G16 N=12) Gl (N=9) G2 (N=9) GI16N=12) GI16N=17) GI16N=23) G16N=20)
2nd | GI6N=(9) G28 N=11) G2 (N=8) G16N=8) G20 (N=9) G2(N=6) G20 (N=9) GI1(N=8)
3rd | G20 (N=7) G1(N=9) G4 (N=6) G4(N=7) G2(N=8) G4 (N=6) G21(N=6) G20 (N=5)
4th | G29 N=6) G20 (N=7) Gl2(N=6) G9(N=7) G4 (N=7) G20N=6) G2 (N=4) G28 (N=5)
5th | G21 N=6) G21 (N=7) G16(N=6) Gl (N=5) Gl (N=6) G21(N=5) G1,G9,G12, G8(N=4)

G2(N=5)  G26(N=3) G19 (N=4)
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Selection of Peruvian produatgere similarbetween the upper and lower DUCP quatrtiles
for uniqueness, color, and functiddescriptive analysisf product preferences for Peruvian
products for attributes of uniqueness, color, function and quality comparing theDp@er
guartileandthe lower DUCRjuartile are shown in Table 9. Product preferences for quality found
the long poncho (P57) ranked first by the upper quartile, while the student designgé&4i?gss
with center insets of hand wovesxtiles ranked firstor the lower quaite. The silk screened
tights (R10) were selected by the lower score quartile for unique, color, and qualityeamad ot
in the rankings for upper DUCP scores. These findinggindicate consumers with lower
DUCP scoresnay preferapparebproducts with symbolef cultural textiles. The tights were silk
screened with a print of an original cultural textile desigmftbhe Peruvian weavergextile
designs could be licensed from the weavers and printed on apparel with higher volumes at a

affordable price. This product could innovate the design and development processifal c

textile artisans.

Table9. Comparison of Peruvian product preferences for upper and lower Duitites

Attribute  Unique Unique Color Color Function Function  Quality Quality
Quartile Upper Lower Upper Lower Upper Lower Upper Lower
25% 25% 25% 25% 25% 25% 25% 25%
N=77 N=75 N=75 N=71 N=76 N=72 N=74 N =67
Ranking

1st| P56 (=19) P56 (1=13) P42 (0=15) P42 (n=16) P47 (1=16) P47 n=9) P57 (=15) P42n=10)
2nd | P42 (n=13) P47(n=10) P47 (0=12) P57 ((=10) P42 (n=9) P57 (n=9) P47(n=12) P43(n=8)
3rd | P47 1=12) P42(n=9) P57 (1=12) P40 (=9) P57 (n=9) P42(n=7) P56 (n=9) P40(n=7)
4th | P57 (n=6) P40 (=8) P58 (=6) P56 ("=9) P46 ("=7) P49(n=7) P42 (n=B) P47(n=6)
5th| P41 (n=5) P57 (=7) P43(n=4) PA7(=6) P58(=7) P58 (n=7) P43P46, P57 (=6)

P60 (n=4) P60 (n=7) P53,

P58,P59
(n=4)
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Limitations

This research represents an important step in understaraiagmer preferences of
incorporating handcrafted cultural textiles into contemporary products. \Wowehas
limitations that highlight praate-based research. Limitatiomgereselectegroducts displayed
in the exhibitiorwere specific to time, placand space and not representative of all products or
product categories that could be produced by cultural textile artisans. The numpbeplef
participating in the research was limited to a voluntary sample of visitors amhisttid the
exhibition. The study is limited to people who completed the paper and pencil survey and may
not be representative of all consumers in global markées majority of the sampleese
college students and findings may not reflect consumers of cultural textile @daustother
consumer segments or a broad consumer base for the products. Products in the exarbition w
not priced which may influence consumer preference based on perceived value or ability to
purchase. Price was not included because the staggxploratory and many of the products
were not produced commercially so the price of production was not determinable.

Implications and Future Research

The study found product preferences for apparel, furniture, and unusual access®ry ite
with relationshipto the Desire for Uniqgue Consumer Produltticipants had a higher than
average meafor Desire for Unique Products. The mean for this study for the sum ofité 8-
scale was 31.2 compared to 26.2 in the study confirming the development of tH{esual&
Harris, 1997). Lynn and Harris (1997) state, “highly competitive and stateistexdli people
should have stronger desires for unique consumer products than do less competitateisnd st

oriented people” (p. 610). Tinevalidation of the scale infezd thathe DUCP scale is usefin
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basic research of consumamsponses to unique goods, which is applicable to cultural textile
products.

Participantgpreferred muted natural colors or neutral with accents of color. Products of
muted shades of traditional or vintage colors receivedenhigbquencies from both upper and
lower quartiles of Desire fortigque Consumer Products. terms of function for cultural textile
products, prticipantspreferred apparel and furniture. Consumers preferred apparel, and more
specifically, dresses, coats, jackets, and outerwear along witttileeksit dresses and tights.
Three furniture products including an accent table and twtinring artisaneixtile products
along with a hand wovetextile runnerdisplayed on aontemporary sofa were preferred.

The relationship oDesire for Lhique Consumer Produstores angarticipants’prodict
preferences foiquality’ favoredartisan textiles insehto contemporary apparahd constructed
in the U.S Participants preferdethe coat, dress, jacket, and bodice and skirt incorporating
authentic and cdesigned cultural textilas modern silhouettes. Thmeferredgarmens, that
were designed and constructed by the researcher and design stnderatigproduct design by
formally trained designers mdpgnefitcultural textile organization

Preferences for qualitgf Guatemalan products includde top ranked furniture
producs constructed usingo-designed Mayarektiles inseinto othematerials Preferences for
guality included Peruvian products that were hand woven and consthoycéetisan textile
weaverdan Peru. These products included the long poncho, short poncho, sofa runner, and apron.
Cultural textile artisans produced the preferred products from Peru.

Thestudy concludes cultural artisan organizations may innovate product designs and
function categories to increase sales to a global market and provide more taautteral

textile artisans. Mnyof the preferred products could be rapidly developed ardupsa with
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strong consumer demand in the global marketplace. The knit dress and tights that are
silkscreened provide an immediate opportunity for cultural textile artisasmnect with

fashion trends and stay true to cultural heritage using traditiomadn textile patterns. Cultural
textile artisan organizations may want to explore the use of hand woven tesesinto U.S.
produced apparel as in the coatl@}, selected for unique, function, and quality. This would
assure digher standard of qlity usinga smaller amount of hand woven artisan textile. Smaller
sized artisan textiles could be produced in shorter times in higher quantthdessgiinterruption

in production. Implementing the smaller weaving sizes may result in more absamome

for the textile artisans.

Cultural textile artisan organizations titaghally developewelry, accessories, handbags,
and totebagproducts to provide consumerghviower priced items thatvere not preferred by
participants. Instead, product cateigs of furnitureand apparel received the most frequent
selections for product preferences. Cultural textile artisans and orgamszean explore the
many possibilities of incorporating hand woven artisan textiles into acceittferocategories
and partner with U.S. manufacturers to expand product options to retailers and consumers.

Future research in this area could compare artisan textiles productstifremcountries
and cultures. Additional research could explore consurmpesterences related purchase
intention of cultural textile products. Additional exhibition research is encoditaggause it
allows for a similar environment to-gtore experiences thigtlacking in literature of cultural
textile products. Exhibition of practideased research allows participants to sex, &d touch
the products that may give greater understanding of product qualities and peferenscs
studies of pictures or diagrams of cultural products. Much of the current bodyatilieer

involves consumertatudes of ecommerce cultural textile products.
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Practicebased research continues with an emerging social enterprise incorporating
findings from this studyNew product categories and-designed cultural textiles will be offered
for purchase and consumer preferencesheiltollected fronsdes of the products. Two of the
design students participating in product designs continue to work with weaving otigaisiza
Guatemala and Peru. Findings from this study are being integratdshidorafted cultural
textileswith the weaving organization in Guatemala for new product categories and new
processes to work with design partners and develop textiles and products for apphoeha
decor.The Desire for Unique Consumer Products related to cultural textile produots &yes
design and development of apparel and small furniture items while maintainingicéritage
in textile designs and processes. Cultural artisan organizations are gecowraroduce
products that are marketed as scarce while maintaining high quality standardtiorfal

categories of apparel and small furniture for the glotealket.
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CHAPTER 4
MILLENNIAL CULTURAL CREATIVITY CHARACTERISTICS ANDPREFERENCES
FORCULTURAL TEXTILE PRODUCTS FROM GUATEMALA AND PERU
Introduction

The commercialization of artisan production is expandingesvtrld market for craft
objectsgrows (Grimes & Milgram, 2000). The success of handcrafted products is dependent on
artisans producing quality products in keeping with the tastes and preferenoasurhers.
Increased commercialization of products for export markets requirsans to include artistic
craft and ethnic values with a touch of innovation (Dash, 2011). As global access exjplands w
travel and the use of the Internet, consumers have opportunities to select unique graducts t
were formerly ony found in distant markets. Expanded use and access to the Internet has
allowedconsumersrad producers to have flexible, fast, and inexpensive ways of participating in
the global marketplace for products (Simeon, 1999).

With increased globalization, handcrafted products are becoming commoditized and
artisans are competing with productmsn dl over the world (Dash, 2011). Craft production for
saleoutside ofocal area is becoming an integral component of communities’ economic
activities especially in rural ared3ultural artisans seek to develop creative, innovative, and
marketdriven products to a diverse customer base (Aageson, I8/ hverarching aim of this
study is to explorenillennial consumers’ preferencesrelationship to characteristics of cultural
creativity forcultural textie products. By understandipgeferences ahillennial consumers
regardng handcraftedextile products, artisans and the organizations they work with can

innovate process and product to mbetneeds andesires of a new generation of consumers
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Apparel and soft product praders ofcultural texile products have recognized the
importance of fashion trends to their product design and development (Littrell & Miller, 2001;
PapgeReeves, 1998). @nmunicating current fashion trends to cultural textile artisans is vital to
their understanding and knasdge of foreign tastes and lifestylgynd, 2000). According to
specialists in international craft marketitogilding strong artisan enterprises reqsire
investmento trainartisans for business skills (Littrell & Miller, 200T)he significance of tisi
study is to understandillennial consimer preferences @roducts they ‘would most like to
have’ forhandcrafted calesigned and authentic cultural textile products.

The process of cdesignwill assist cultural textile artisans in understanding and
interpreting fashion trends and consumer tastes in the global marketpladesi@Qois a process
of collaborative design thinking involving joint inquiry and imagination in which divpesgple
explore and define a problem and collaboratively develop and evaluate solutions Z81e3).
Participants are able to express and share their experiences and negotiatie sheidnterest
to jointly createpositive change. Co-design presents an opportunity to work with cultural textile
artisans to create tex@éd and products with the intent to expand product offerings and sales in the
global marketplaceDpportunities to learn and solve problems collectively, especially between
designers and artisan weaving organizations may provide deeper satisféttithewesign
process (Niinimaki & Hassi, 2001).

This stug representghe culmingion of three years of practidesed research ino
designing backstrap hand woven textiles Vigiin trade weaving organizatiem Panajachel,
Guatemala and CuscBeru. hcorporating ceadesign, the researchers provided fashion trends
and color inspiration for the weaving desigvisile the artisans incorporatdiese trends and

colors intotheir weaving skills and traditional cultural patterns to consthectextiles. The
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weaving organization previously brought designers from the U.S. and Japan to assispiaad i
artisans in creatingew weavingdesigns and color combinations for hamrdfted textilesThe
artisans would create samples of nggaving designs, but thvgas not a market driven process
to design produstto expand sales in the global marketplace. The researcher modified the
innovation process thugh coedesign and incremental innovation of the tradesupply chain

to develop hanttafted cultiral textiles intocontemporary products.

The swcess of handcrafted products has been said to be dependent on how well artisans
can produce products in keeping with the tastes and preferences of conSoncerapare
product preferences, botle-designed cultural sdile products and authentic cultural textile
productsconstructed by artisans from Guatemala and Peru were evaluated. There remain
qguestionsf millennial consumers pref@o-designed or authentic cultural textile products.
Boutin (2006) writes that most products acenplicated and require a degpmain expertise for
the product design process. Sanders and Stapper (2008) question d¢hesigcowill influence
the future of design and design education. The findings from prior researchaetiube
decisionto explore the process of co-design within the framework of Sustainability €tient
Innovation to understand consumer preferences of co-designed cultural textilepnoduct
relationship to traditional authentic cultural textile products.

The methodology involved exhibiting co-designed and authentic handcrafted cultural
textile productdrom Guatemala and Peru artisans in a 1,000 square foot gallery space divided
into two distinct areas for each country. The extpb#sentedvandwoven anl hand-
embroidered textiles in six different product categories. Consideration veasagito how

visitors would experiete evaluation ofhe texile products. Color stories depicted provided
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information alout the textiles specific to each of theographic areas Guatemala and Peru
related to the cultural artisans.
Sustainability-Oriented Innovation

Opportunities to innovate for sustainability received attention with the Brundepod r
in 1987, which encouraged the importance of firms to create, redesign, adapt, and diffuse
environmentally sound technologies (WCED, 1987). From this initial eco-innovation debate,
new stream of research on S@th a broader focus on environmental, social, and economic
dimensions was initiated to integrate the desifjnew products, processes, and organizational
structures (Hall, 2002; Rennings, 2000; Schaltegger & Wagner, 2011; van Kleef & Roome,
2007).

Klewitz and Hansen (2014) describe SOI as a process or direction toward sugtainabi
with deliberate managememtlewitz and Hansen (2014) developed an integrated framework on
innovative practice in terms of strategic sustainability behaviors and off&0Is. As displayed
in Figure 17, théntegrated framework for SQiractices hafive strategic sustainability
behaviors as well asnovative efforts at process and products. Incremental innovation is
exemplified asa new product designed using existing technologrgeted toward existing
markets, which might be found in an apparel company using more envirofiynigreadly
materials (product) and providing better working conditions for production workere§sjoc

Fair trade weaving organizations would be classified as small to medium ente#prise
systematic review of small to medium enterprises (SME) egglboistic viewsof sustainability
thatcovered both environmental and social dimensions. They perceived innovation for
sustainability was morabout relative improvements in process, product, and organizational

innovations than disruptive market failures. By creating more sustainable pooduetihods,
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market structures, and consumption patterns, SOI is suggesteduocessfuin niches or even

mass markets (Schaltegger & Wagner, 2011).
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Figure 17 Integratedramework ofSustainabilityOriented Innovabn (Klewitz & Hansen,
2014).

Sustanable entrepreneurshipassociatedvith ownermanagers’ values with specific
culture and approach to solving social and environmental problems through businesssactivi

which evolve into a vehicle for social change (Anderson, 1998; Kearins et al., 2010).
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Entrepreneurs incorporating sustainability principles address unmet mekedsrmands of a
larger group of stakeholders. Stakeholder demands go beyond the econerastsraf
shareholders and may be a source of opportunities aimed at realizingpbmitives as well as
environmental or social improvements (Dean & McMullen, 2007).

Verganti (2008) identified three sources of innovation: 1) market pull, 2) technology
push, and 3) design driven. Market pull innovation occurs when a designer observes users’
needs, analyzes theneeds, and proposes a solution to meet user needs. In this source of
innovation, users may propose a solution to their unmet needs, which iococongesign.

Sustainability innovation may involve including customers, as lead users, in a gn-desi
process careating innovative products that customers want and desire and most imparantly
willing to buy. Lead user is the oldest method of involving customers in product design process
and relies on direct interaction between the customer and product development ¢zahuser
methods may be used to improve existing products and innovate products specdet nees.

Lead users are customeitsthe leading edge of the marketpldoead users have current needs
that may emerge in the marketplace in future years. Lead users are faathliaonditons that
might determine market needs for the future and can provide new product concepts (von Hippel
1986). Fair trade artisan products may be enhanced with leachadesting researcim
sustainabilityoriented innovation to develop new product concepts in the product design
processStudies of SOI did not include cultural textile product development.

Evaluative Criteria of Fair Trade Cultural Products

Artisans producea range of handcrafted products including apparel, accessories, jewelry,
home décor, and functional home products. In &iretfade sectoproducts are noted for their

ethnic identity and aesthetic features of local traditions. Some level of handtmodsic
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common in artisan products (Littrell & Dickson, 201Gltural textile artisans may adopt a
product developmerstrategy tdollow traditions in color, embroidery, fabric, and construction
techniques for the U.S. target market (Littrell & Miller, 2001). Olson (1999) rehorte
international clients actually prefer irregularities in textile constructiga Jots, and design
because products appear unique and noncommercial and have an indigenibys lgasthion
silhouettes and closures may require adaptation of cultural embedded prodtabe (&

Helsen, 1998).

In their study of 244 western consumers’ preferencessfae ty artisans from India
for new pant and skirt designs concluded, “artisans may need to break from tradition to
customize the current apparel silhouette and fastening system to those autrergansumers’
culture” (Littrell & Miller, 2001, p. 83). Garments held greater potential for purchase when they
had familiar overall garment and fabric featutempatible with participants’ wardrobes. Littrell
and Miller suggest a product development strategy to extend product attributes oaboioy, f
construction and embroidery for a U.S. market.

In the content analysis of 200 cultural product websites, overdd®& websites had a
scarcity of narrative and pictorislformation about the products, culturasd artisans (Lee &
Littrell, 2003). Little informationwas providedegarding the artisans, craft proeessand
cultural traditions to address consumers’ motivations for buying cultural geodRroduct
material price, and usage did not give enough descriptive information for cultural creative
consumers to judge quality. Lee and Littrell (2003) suggest websites should amghifexpand
product information regarding textile construction and dye methods, size of product, efeight

yarn and fabric, hand or drape of fabric, priaced aare instruction® attract consumerin
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addition, cultural information about artisans’ lives and craft production with views of groduc
details would enhance customers’ experienegh cultural products on the Internet.

Websites offering cultural products have an opportunity to market products inhaays t
help customers act on their concerns about adisegll-beingand ecological sustainabylit
through fair tradeBalderjahn(1988) found a strong association between attitudes toward
ecologically conscious living and corresponding behaviors. Companies providing ample
narrative and pictorial information for cultural consumers have a competivwantagevith
Internetmarketingtechnology.Lee and Littrell (2003) concluded thananywebsites failed to
market their products in ways that hedizustomers act on their concerns about artisan enterprise
and ecological sustainability. “A few weblaced stories about how raw materials are processed
or how artisan wages help to enhance household well-being could encourage custaffirens to a
their social responsibility through web site purchases” (p. 368).

The potential for artisans to develop their handcrafts to coestumer preferee and
marketdrivendemands significant(Ray, 1997). Product attributes thateclosely allied with
the culture, such as fabric, color, and embellishmastgood candidates for extension in
product development. Crossitural marketing research provides important madkisten input
for entrepreneurial development programs focused on artisangffediey, creativity, and
problem solving for product design and development in less developed countries (Dana, 2000).

Cultural Product Consumers

There are five motivations for consuméo selectultural products: 1) creating aesthetic
experiences and meaning with the physical features girtfticts, 2) viewing, touching, and
learning about a product’s structural and aesthetic qualities, which providead,inw

individualistic, and a#ctive interaction with thproducts, 3) enhancing daily life activities with
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products used for eating, cooking, playing, dressing, and decorating, 4) estalsidfichentity
and creatig a personal style witproducts that differentiate the owner from others,3®nd
allowing consumers’ connection with others, their communities, and ways of biegtinr
understanding artisan processes (Littrell & Dickson, 1998¢ and Littrell (2003) state, “when
products spark momentary surprise, delight, or diversion, the quality of lianeed” §.

358). The consumption of cultural products affirms consumers’ sense of socialsibgipyp
related to the products’ ethnic, aesthetic, function, and symbolic chréescseLittrell &
Dickson, 1999).

Littrell, Ma, and Halepete (2008nalyzed 1,055 fair trade retail customers usioigort
analysis to understand the commonalities différences among three generational groups: 1)
Swing Generation; 2) Baby Boom Generation; 3) and Generation X consifeansng
ethnically inspired products had the strongest influence on intention to purchassdfair t
apparel for each of the three geational cohorts. Their study found marketing messages
regarding fashionability of attire would be well received by Generation Xucogrs. Generation
X was less likely to wear ethnic clothing but more likely to wear fashionable &itndings
from thar studyreported “very little promotional attention is directed to the uniqueness,
ethnicity, and quality of fair trade products in stores, catalogs, and insgest(ittrell, Ma, &
Halepete, 2005, p. 418). This suggests that attention to marketing materials andimiorma
regarding uniqueness, ethnicity, and quality may positively influence corsumedentified
market segmentsRespondents in a study of 220 consumers of cultural product weksites
most interested in buying jewelry (67%), followed by fashion accessorieg @idseasonal or
holiday items (37%) (Lee & Littrell, 2006).uUStomers asked for greater variety in product

selection and lower prices.
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There are many perspectives regarding measurement of coredtitndes angburchase
intentions ofethicaland artisamproductsthat do not explicitly includéhe price of these products
being takennto consideration (Browne et al., 200Byice may affect attitudes and intentions of
consumers regarding ethical consideratidtistudes done are generally poor predictors of
buyer behavior especially in the social marketing area (Sh&hage, 1999). Other factors
indicatethe discrepancy between attitudes and ethicanguyehavior mape the lack of
availability of ethical products, disbelief of ethical claims, and lack ofiédion (Roberts,
1996).

Demographics & Psychographics ofu@ural Product Consumers

Generational characteristiosay differentiateconsumers of cultural products atieir
product preferencedMembers of a gendranal cohort may share similaxperiences and unique
life events during their formative years resulting in similarities in values, hgheferences,
motivations, and behaviors (Mitchell, 2003). Typically, cohorts are organized in 20 year
incrementsalthough subgroups within generational groups have been used to provide a more
refined understanding of consumer preferences (Young & Hinesley, 2012). Qursiate
defining cohorcharacteristics in collegaudents is significant to marketing and busse
strategy (Meredith & Schewe, 2001). Understanding key influencers of a gemenaans a
business can anticipate consumer preferences.

In 2011, baby boomers accounted for largest generational group of conas2&i&1%
of the adult population (HowdeX Meyer. Baby boom consumers have remained strong
positive drivers for the home furnishings market (Burnsed, 2@08)b-group of the baby boom
generation, name@ultural Creatives, was identified with interestglobal cultures with

attention to social and environmental issues and systems and values of volumesoaigl iand
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environmental programs (Ray & Anderson, 20@))ltural Creatives arnelentified as a
consumer segment to whom fair trade philosophy, practices, and products mayoneimaely
salient (Littrell & Dickson, 1999). Research on Cultural Creative consumerafts suggests
they are motivated toward affirmirsgpcial responsibility through their consumers’ decisions
(Lee & Littrell, 2003).Cultural Creatives are open to worldtaves and are attentive to global
issues and systems (Littrell, Ma, & Halepete, 2005). As a coherent subcultdtealCtiteatves
share worldiews, values, lifestyles, and value community building, creating a betietys@and
ecological sustainabiijt

The Cultural Creative is a prolific user of media and prefers rich holistiest@ther
than bullet point summaries of human events and conditions. They have adsisordor
product authenticitand are attracted to the foreign or ex¢Ray & Anderson, 2000). The
‘Cultural Creative’'want to know how a product was made, who made it, and what will happen
to it when they are done with it (Ray, 1997). Homes of consumers identifi€diiasral
Creatives exhibit eclectic deaation with individu& styles displaying art and craft objecthe
marketing of cultural products m#ée relevant for thi®)S market segment (Lee & Littrell,

2003).

The Gen Y population, born between 1980 and 2001, is 7% larger than the baby boom
generation andh 2013,accaintedfor 21% of total consumer expenditures in the U.S. (Doherty,
2013). Gen Y consumers are unpredictable, discriminating, and have a high need for uniqueness.
They @ame of age during a period of economic growth and the disappearance of modernist
valuesand experienced a strong emergence of social nredigy television and influences
from popular culture (Parment, 2011). Gen Y consumers may have a different frafereriae

than other generations because of their exposure to popular culture. Offering uniques @oduc
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devising communication programs and messages that stress the uniquenessaoidiserahl|
be helpful in attracting Gen Y consumers (Rajamma et al., 2010).

Generaibn Y consumers have been classified\ddiennials and are the most rece
generation to become consumers in the marketjdmeng & Hinesley, 2012). Personality
profiles describe Millennials as confident and selfant, technologically savvy and connected,;
open to change and diversity; closely connected to family and social orgarszservice
oriented; able to multitaskith digital media; and gairmmediate access to infoation (Brown
& Washton, 2010). fie notives that underlie and guideall@nnials’ consumer behavior do not
have strong empirical data to makssumptions regarding preferencd cultural textile
productsReview of literature found a lack of research regarding preferences ohtphagucts
by young consumer particularlymillennial consumers. This research may contala
understandingudtural textile product preferencesd promotionaltsategies for mlennial
consumers.

Emerging tools of practiebased research addregsgestions in holistic and engaged ways
in which theory and practice are intertwined (Leavy, 2009). This study seeks te thedgap in
sustainability innovation and product design proeésis practicebased researdbr cultural
textile artisansd organizations utilizing hacotafted cultural tetdes. The study explores factor
analysisof values related touttural creativityof millennial consumers witproduct preferences
they ‘would most like to have’ dbuatemalan and Peruvian cultural textile prodtwtzddress
the following research questions:

RQ1 What are the characteristics of millennial conswsmelated to cultural creative

value®
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RQ2 What are thg@references of millennial consumers they ‘would most like to have’

for cultural textile products from Guatemala and Peru

RQ3 How do millennial consumer pradt preferences relate to millennailltural

creative characteristies
Methods

The population for this study were visitors to a ‘Journey into Sustainability’ eximilmt
51 cultural textile products from Guatemala and Peru. The exhibition was freeeantbdpe
public Monday through Friday from 9 a.m. to 5 p.m. in a university gallery. Visitohreto t
gallery included the public, students, and university staff and faculty. Partgipanhe study
volunteered to complete a paper and pencil survey while visiting the exhii@gerAppedix
G). For this study, surveys from participants who identified their age as thammallgeneration
were collected. The sample consisted of 255 millennial participants, 8Geré&demale (=
221), 12.5% male (n = 32), and 0.8f&veno response (n = 2).

The survey includedtatenents of values chosen from a study of Cultural Creative
consumers developed by American LIVES, a market research firm speciatizheglifestyles,
interests, values, expectations, and symbols of Americans. Ray and Andersomegp9a59
these statemenis their report ormhe Emerging CultureStudies using the statememéeported
psychographics related to cultural productse(KeLittrell, 2006; Littrell & Miller, 2001).
Consumer psychographics were measured by 22 statteneéated to valuesnd experiencesf
Cultural Creative Consumers (Ray, 1997). Participants were asked to ratgthement with

the statements with afoint Likert scale of “strongly disagre€l) to “strongly agree” (5).

94



Results and Discussion

The first research question addressed the ctarsticsof millennial consumers through
analysis of mean scores of tweitiyo statements related &spects and experiencescaftural
creativity. Descriptive analysis for aspects and experiences afautreative consumers found
highest mean scoréar 1) “I like travel that offers adventurg4.63)2) “I am an active user of
the Internet” (4.63)and 3)I like to wear fashionable clothing” (4.62). Standard deviation was
the lowest for these threeihs ranging from .69 to .65alble 10displaysdescriptive statistics
for the statementsf Cultural Creatie values and experiencelie lowest mean scorés
Cultural Creative values werg) “I am a book buyer” (3.05), 2) “I follow holistic health
practices that integrate body, mind, and sp{8t'39), 3) “when | shop | want to know how the
products | buy were made” (3.43), and 4) “I like to wear ethnic-inspired cloti3g7). These

items had the largest standard deviations of the 22 items ranging from 1.14 to 1.29.
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Table 10 Descrigive statistics of Cultural Creative statemeunitsnillennial consumers

Cultural Creative values and experiences N M SD
| like travel that offers adventure 255 463 0.691
| am an active user of the Internet 255 4.63 0.680
| like to wear fashionable clothing 255 462 0.646
| like learning about ways of life in different parts of the world 255 4.36 0.829
| like travelthat is educational 255 430 0.836
| devote time to developing and sustaining relationships 255 429 0.791
| enjoy having craft and art objects around my home 255 422 0.882
| devote time and energy to maintain my personal health 255 4.22 0.830
| enjoy shopping on Internet sites for interesting, unique merchandi 255 416 1.044
| enjoy ethnic and/or gourmet cooking 255 416 1.007

| place importance on helping other people and bringing out unique 254 4.08 0.883
It's important to me thatonsumer goods are authentic, rather than

imitation 254 3.94 1.026
| take part in activities to make my community a better place 254 3.93 0.936
| consider myself a welhformed consumer 255 3.80 0.904
My home decoration is eclectic, incorporating objects and furniture of

many styles 255 3.60 1.156
| often think about issues that affect the whole planet, including

ecological sustainability and overpopulations 254 3.59 1.066
| volunteer for one or more good causes in my community 255 3.58 1.164
| commit time to conservation of the natural environment 255 3.52 0.983
| like to wear ethnignspired clothing 255 3.47 1.135
When | shop | want to know how the products | buy were made 255 3.43 1.066
| follow holistic health practices that integrdedy, mind, and spirit 255 339 1221
| am a regular book buyer 255 3.05 1.293

The second research question analyzéémmial consumer peference®f Guatemala
and Peruviarultural textileproducts they ‘would most like to hav@roduct preferences with
highest frequency for both Guatemala and Peru wedesimgned with the cultural artisans and

designers associated with the research as displayed in Table 11.

96



Results of fequency analysi®r Guatemalan cultural textile produetere 46.4% for
apparel, 30.6% for home décor pillows, 12.8% for furniture, and 5.6% for accessbrass.
apparel items had the highest preference: 1) (€H6)with co-designed hand woven textile
insets hadhe highest preference of 17.1%;c@)designedunic dresgG2) of vintagecultural
textile with 13.8% and3) authentichand woven long skirt and hand woven bod&28) with
10.2%, 4)an accentable (G20)with co-designedextile insetswith 7.7%, 5) co-designgdcket
and pant ensembl&() of vintageculturaltextileswith 5.3%, 6) repurposechair (G21)with a
cushion constructed of vintage hand woven huipile combined with 3.7%, aodé)déco
pillow (G12)with a cedesigned hand wen textile insetvith 3.3%.

For Peruvian product$jillennial preferences ofvould most like to have’ were 70.4%
for apparel, 16.7% for fashion accessories, 5.8% for furniture, 2.9% for table décor, 1.2% for
framed textiles, and 1.2% for home décor pillows. The apparel product with the highest
frequency was a tank dre@®47)with a silkscreen of an authmPeruvian textile weaving
design (34.2%) followed by a dress (P42) with hand woven textile inset designdukifront
and back of the dress (19.8%). The third highest product were tightswWRit0)weresilk-

screened Pavian textile designs (8.2%).
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Table 11 Millennials’ first productpreference for ‘would most like to have’

ProductDescription  # N % Function Co-Design Co-Design
Textile Product

Guatemala (N = 246)

Coat G16 42 17.1  Apparel Yes Yes
Dress G2 34 13.8  Apparel No Yes
Skirt & Bodice G28 25 10.2  Apparel No No
Coffee Table G20 19 7.7  Furniture Yes Yes
Jacket & Pants Gl 13 5.3  Apparel No Yes
Chair G21 9 3.7 Furniture No Yes
Pillow G12 8 3.3 Home Decor Yes Yes
Peru (N =243)

Print Tank Dress P47 83 34.2  Apparel Yes Yes
Vertical Dress P42 48 19.8  Apparel No Yes
Print Tights P40 20 7.8  Apparel Yes Yes
Sofa Shawl P46 14 5.8  Furniture No No
Long Poncho P57 13 5.3  Apparel No No
Apron P60 12 4.7  Accessory No No

Principal Component Analysisf Cultural Creative Characteristics of Millennial Consumers
To address the third research questegardinghe relationship of millennialansumer

Cultural Greative characteristiosith cultural textile product preferencesultiple analyses were
conducted. Firsthe 22items used to measure Cultural Creative aspects and expemarees
reduced usg exploratory factor analysisriRcipal componentraalysis with Varimax rotation of
the 22itemswas used to reduce theriables.Two items ‘I enjoy having craft and art objects
around my home’ and ‘I devote time to developing and sustaining relationstpstemoved
from the analysi®ecause of cross loaditgimprove the total variance explain&econd,he
remaining 2dtems were reanalyzedrevealingdfive factors with Egenvaluesgreater than 00.
The 5factor model explained 55.68% of the variance. Tablshti®vsresults ofthe rotated

component matrix for the five factors.
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Table 12. Rotated component matrix oflemhial consumer Cultural Creative characteristics

Cultural Creative Values and Goals

Ethnic
5.416

Sustainable
1.788

Connected
1.514

Cause
1.355

Health
1.043

Eigenvalue

| enjoy shopping on Internet site for interesting,

unique merchandise
| like travel that is education .606
| volunteer for one or more good causes in my .810
community
When | shop | want to know how the products |
buy were made
| enjoy ethnic and/or gourmet cooking
| follow holistic health practices that integrate
body, mind, and spirit
| like travel that offers adventure
I commit time to conservation of the natural
environment
| placeimportance on helping other people and
bringing out unique gifts
| like learning about ways of life in different parts
of the world
It's important to me that consumer goods are
authentic,
rather than imitation
| like to wear fashionable clothing
| take part in activities to make my community a
better place
| devote time and energy to maintain my persong
health
| consider myself a welhformed consumer
| am a regular book buyer
| often think about issues that affect the whole
planet,
including ecological sustainability and over
populations
My home decoration is eclectic,

incorporating objects and furniture of many style
| am an active user of theternet
| like to wear ethnignspired clothing

574

.580

.654

.645

403

.529

.555
.730

499

.765

.823

.705

.570
.570

747

.745

.710

A74

Extraction Method: Principal Component Analysis
Rotation method: Varimax with Kaiser Normalization
Values reporteg .400

The first factor labeled ‘Ethnic’ had an Eigenvalue of 5.42 and accounted for 14.5% of
the total variancelhe Ethnic label for this factor relateddspects and experiencesettinic
cooking, ethnic clothing, educational travel, authentic consumer goods, learningheblougs
of others, and helping others. Thaems of Qiltural reative aspects and experientezding

for the ‘Ethnic’ factor arel like travel that is educatiati; ‘when | shop | want to know o
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the products | buy were madd’enjoy ethnic and/or gourmet cooking’; ‘I place importance on
helping other people and bringing out unique gifts’; ‘I like learning about way ar |

different parts of the world’;it's important to me that consumer goods are authentic, rather than
imitation’; and ‘I like to wear ethnigspired clothing'This factor held stnag internal reliability

with aCronbacks alpha of .79.

The second factdabeled ‘Sustainabldiad an Eigenvalue of 1.2hd acounted for
12.90% of the total variance and inohath itemsrelated toenvironment and consextion. ltems
loading for‘Sustainable’ includedi commit time to conservatioof the natural environment’;

‘| consider myself a welinformed consuner’; ‘I am a regular book buyer’; ‘I often think about
issues that affect the whole planet, including ecological sustainalnititg\zerpopulations’; and
‘my home decoration is eclectic, incorporating objects and furniture of stgl®g’. This factor
also demonstrated strong intermaliability with a Cronbach’s alpha of .72.

The third factorlabeled ‘Connectegdhadan Egenvalue of 1.514 and accounfed
10.306%0f the total variancwith four itemsrelated to the Internet, shopping, and fashme
clothing. Measuresf ‘Connected’ included, ‘I enjoy shopping on Internet sites for interesting
unique merchandis€, like travel that offers adventure’, like to wear fashionable clothing’,
and ‘I am an active user of the Internetth internalreliability of aCronbach’s alpha 060
which is acceptable for exploratory research (Nunnally, 1978).

The fourth factorlabeled ‘Causewith Eigenvalue of 1.344, included tvitemsrelated
to volunteering and activities within the commuratyd accounted for 9.862% of the total
variance Measuredor the factor ‘Cause’ included ‘I volunteer for one or more good causes in
my community’ and ‘I take part in activities to make my community a better plalis factor

had minimum internal reliability measurement watGronbacfs alpha of .57.
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The fifth factor labeled ‘Health’ heltlvo measures related to personal health and holistic
health practices. This factor's Eigenvalue was 1.043 with 8.089% of the total varipreiaex
‘Health’ included ‘I follow holistic health practices that intetgr&ody, mind, and
gpirit’, and ‘I devote time and energy to maintain my peaisbralth’. An internal reliability of
.50 Cronbacls alpha for this factowas below acceptable levels but for purposes of theoretical
explanation, this factor was retainétkearson correlation of the twlems was significant, with
an average effect size of .351.

New composite variables were created for the five factors found in the principal
component analysis andean scores were calculatent the new constructsy averagig the
sum of the mean scores. The highest mean scaréowad for ‘Connected4.52, SD = .52
followed by ‘Ethnic’ (3.96, SD = .644‘'Health’ (3.80, SD = .850jCause’(3.79, SD = 1.109
and the lowest mean score was ‘SustaingBl&1, SD = .746 Millennials showed high scores
for internet use and shopping, adventurous travel, and fashionable clothing. Miflexiswal
displayed high scores for values related to ethnic characteristics of edakatival, knowing
where products are made, appraoiaof authentic consumer goods, and learning about life and
helping people in different parts of the world.

The five factorsaddressedifferentconsumer characteristisgit was expected that
millennial preferences déuatemalan and Peruvian cultumattile products mighdiffer for each
of the factors and between high and low scarigisin each factarData was collected for
product preferences of Guatemala and product preferences of Ppautitipants selection for
‘would most like to have’. Btawas analyzed acrogsch country and not compataetweerthe

two countres
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From the mean scores of the new composite variahlestilgs were calculated for each
of the five factors and then analyzed for the Guatemalan and Peruvian produenpesfer
both the upper 25% and lower 25% of each of the factors. It was assumed there would be
different product preferences for each of the five factitns.top five product preferences for
both upper and lower quartiles of each of the five factors are displayadblies T3 through 17.

For Ethnic characteristics, as shown in Table 13, millennial consumerg’gmeds of
Guatemala products were primgrdo-designed apparel. The coat with designed textile insets
into a contemporary silhouette was selected by both the upper and lower qudréles:- T
designed tunic dress and co-designed jacket and pants were also selectaduppdroand
lower quartes. These apparel products were constructed of traditional vintage cudidilalst
and were calesigned into modern silhouettes with closures that are familiar to consumers.
Preference for Peru products were also apparel for both upper and lowdestizatiwere co
designed for the exhibition. The upper quartile selected the sofa shawl whichaas woven
alpaca weaving displayed on a white leather sofa. This product would refleargibexn in
home décor. The lower quartile chose two accesteames of belts, one that was-designed and

an authentic tassel belt handcrafted by artisans in Peru.

102



Table 13 Millennial consumer product preferences related to ‘Ethnic’ for upper and lower
guartile mean scores

‘Ethnic’

m= 3.96,SD= .644

Guatemala product preferencg Upper 25% (N= 73, >4.4) Lower 25% (N= 79, <3.7)

15 ‘would most like to have’ G16 Coat (r= 13, 17.8%) G16 Coat (r= 11, 13.9%)

2" ‘would most like to have’ | G2 Tunic Dress (5 9, 12.3%) G2 Tunic Dress (¥ 11, 13.9%)
3" ‘would most like to have’ G1 Jacket & Pants (06, 8.2%) G28 Skirt & Bodice (=11, 13.9%)
4" ‘would most like to have’ G28 Skirt & Bodice (=5, 6.8%) G1 Jacket & Pants (04, 5.1%)
5" ‘would most like to have’ G20 Table (=4, 5.5%) G12, G25Pillow (n=4, 5.1%)
Peru product preference Upper 25% (N= 75, >4.4) Lower 25% (N= 78, <3.7)

15 ‘would most like to have’ P47 Tank Dress (n 20, 27.4%) P47 Tank Dress (a 31, 39.7%)
2" ‘would most like to have’ | P42 Vertical Dress (817, 23.3%) | P42 Vertical Dress (g 12, 15.4%)
3" ‘would most like to have’ P46 Sofa Shawl (r 7, 9.6%) P40 Tights (r= 11, 14.1%)

4" ‘would most like to have’ P56 Tassel Belt (5 5, 6.8%) P48 Belt (=4, 5.1%)

5" ‘would most like to have P57 LongPoncho (=5, 6.8%) P56 Tassel Belt (5 4, 5.1%)

For ‘Sustainable’ characteristics, as displayed in Table 14, millennial cenguoduct
preferences for Guatemala were thedesigned tunic dress of vintage handcrafted textiles, the
coat with cedesgned textile insets, and the skirt and bodice of vintage textiles selected second
by the lower quartile. The table with textile insets was also selected by uygplemaer quartiles.
The jacket and pants constructed of vintage cultural textiles in matleueites was selected in
fourth place for both upper and lower quartiles for Sustainable. The upper quartil®chage
the home décor pillows with aesigned textile inset in fifth place. Millennial consumer product
preferences from Peru for Sustdifeawere the calesigned silkscreened tank dress and tights
for both upper and lower quartiles as well as theesigned vertical strip dress with inset of
hand woven textile. For Sustainable, the apron and long poncho, both authentic products
constructed by the Peruvian textile artisans, were selected for the upp#e.qliagtapron and
long poncho reflect current fashion trends in color and shape. In the lower quartite, the ¢
designed belt and authentic artisan tassel belt were selected in fourthtaph&é, the same as

for the Ethnic variable.
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Table 14 Millennial consumer product preferencetated to ‘Sustainabléor upper andower
guartilemean scores

‘Sustainable’ factor

m= 3.51,SD= .746

Guatemala product preferencg Upper 25% (N= 82, >4.0) Lower 25% (N= 79, <3.0)

15 ‘would most like to have’ G2 Tunic Dress (¥ 16, 19.5%) G16 Coat (r= 12, 18.2%)

2" ‘would most like to have’ | G16 Coat (r= 12, 14.6%) G28 Skirt & Bodice (=10, 15.2%)
3" ‘would most like to have’ G20Table (n=12, 14.6%) G2 Tunic Dress (i 8, 12.1%)
4" ‘would most like to have’ G1 Jacket & Pants (a6, 7.3%) G1 Jacket & Pants (04, 6.1%)
5" ‘would most like to have’ G17 Pillow (n=4, 4.9%) G20 Table (= 3, 4.5%)

Peru product preference Upper 25% (N= 82, >4.0) Lower 25% (N= 78, <3.0)

15 ‘would most like to have’ P47 Tank Dress (a 24, 29.3%) P47 Tank Dress (n 21, 32.8%)
2" ‘would most like to have’ | P42 Vertical Dress (s 16, 19.5%) | P40 Tights (n= 9, 14.1%)

3" ‘would most like to have’ P60 Apron (n=7, 8.5%) P42 Vertical Dress (g 8, 12.5%)
4" ‘would most like to have’ P57 Long Poncho (a5, 6.1%) P48 Belt (=5, 7.8%)

5" ‘would most like to have P40 Tights (r= 5, 6.1%) P56 Tassel Belt (5 4, 5.9%)

For ‘Connected’ characteristics, as shown in Table 15, millennial consumer product
preferences for Guatemala were thedesigned tunic dress of vintage cultural textiles and the
coat of cedesigned textile insets as first and second choice for both upper and lowerguartile
The cadesigned jacket and pants of vintage cultural textiles was selected third Ipp#re u
guartile as well as a edesigned wrist cuff accessory, in fifth place. The table witdegsigned
textile insets was selected by both upped lower quartiles. For Peruvian products, millennial
consumer preferences were thedasigned silkscreened tank dress, theaesigned vertical
stripe dress, and the co-designed tights. The authentic long poncho and tassel bedtfté@ndc
by artisas in Peru, were selected for the upper quartile. The authentic apron and table runner

handcrafted by artisans were selected for the lower quartile.
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Table 15 Millennial consumer product prefereascrelatd to ‘Connected’ characteristior
upper andower quartilemean scores

‘Connected’
m= 4.52,SD= .526

Guatemala product preference

Upper 25% (N= 64, =5.0)

Lower 25% (N= 75, <4.25)

15t ‘would most like to have’

G2 Tunic Dress (¥ 12, 18.8%)

G2 Tunic Dress (= 10, 13.3%)

27 ‘would most like to have’

G16 Coat (1= 10, 15.6%)

G16 Coat (1= 10, 13.3%)

39 ‘would most like to have’

G1 Jacket & Pants (a4, 6.3%)

G20 Table (re 7, 9.3%)

4t ‘would most like to have’

G20 Table (= 4, 6.3%)

G28 Skirt & Bodice (= 6, 8.0%)

5% ‘would most like to have’

G29 Wrist Cuff (n=4, 6.3%)

G8 Pillow (n=4, 5.3%)

Peru product preference

Upper 25% (N= 63, >5.0)

Lower 25% (N= 74, <4.25)

15t ‘would most like to have’

P47 Tank Dress (a 25, 39.7%)

P47 Tank Dress (n 22, 29.7%)

27 ‘would most like to have’

P42 Vertical Dress (g 14, 22.2%)

P42 Vertical Dress (g 10, 13.5%)

39 ‘would most like to have’

P57 Long Poncho (a5, 7.9%)

P40 Tights (1= 7, 9.5%)

4t ‘would most like to have’

P40 Tights (1= 3, 4.8%)

P60 Apron (n=7, 9.5%)

5% ‘would most like to have

P56 Tassel Belt (a3, 4.8%)

P58 Table Runner (05, 6.8%)

For ‘Cause’ characteristics, as shown in Table 16, millennial consumer product

preferences for Guatemala were the coat witdesigned textile inset)e cadesigned tunic

dress of vintage cultural textiles, and co-designed jacket and pants of vintaga! ¢exktiles.

Both upper and lower quartiles selected the table witlesigned textile insets for fourth place,

and home décor pillows with abesgned textile insets for fifth place. Peruvian products selected

by millennial consumers were the-designed silkscreened tank dress,-designed vertical

stripe dress, and co-designed silk-screened tights. Three authentic products, |bog jadie

runner, and sofa shawl were handcrafted by Peruvian artisans and selectedHaarfdiifth

place in both upper and lower quartiles of the ‘Cause’ variable.
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Table 16 Millennial consumer product preferencelaited to ‘Causefor upper andower
guatile mean scores

‘Cause’ factor

m= 3.79,SD =1.109

Guatemala product preferencg Upper 25% (N= 79, >4.5) Lower 25% (N= 69, <3.0)

15 ‘would most like to have’ G16 Coat (re 16, 20.3%) G16 Coat (re 10, 14.5%)

2" ‘would most like to have’ | G2 Tunic Dress (iF 9, 11.4%) G28 Skirt & Bodice (r= 9, 13.0%)
3" ‘would most like to have’ G1 Jacket & Pants (a7, 8.9%) G2 Tunic Dress (= 8, 11.6%)

4" ‘would most like to have’ G20 Table (=5, 6.3%) G20 Table (=7, 10.1%)

5" ‘would most like to have’ G9 Pillow (n=4, 5.1%) G12 Pillow (n=5, 7.2%)
Peruvian product preference | Upper 25% (N= 78, >4.5) Lower 25% (N= 78, <3.0)

15 ‘would most like to have’ P47 Tank Dress (n 29, 37.2%) P47 Tank Dress (a 21, 30.4%)
2" ‘would most like to have’ | P42 Vertical Dress (121, 26.9%) | P42 Vertical Dress (g 12, 17.4%)
3" ‘would most like to have’ P40 Tights (r= 8, 10.3%) P40 Tights (r= 6, 8.7%)

4" ‘would most like to have’ P46 Sofa Shawl (r 5, 6.4%) P57 Long Ponchfn =5, 7.2%)

5" ‘would most like to have P60 Long Poncho (a4, 5.1%) P58 Table Runner (a4, 5.8%)

For ‘Health’ characteristics, shown in Table 17 dasigned apparel of the coat and tunic
dress were selected as first and second by the gppelle, and first and third in the lower
guartile by millennial consumers for Guatemala products. The home décorspilittwco
designed textile insets were selected for both upper and lower quartiles. TFreookaucted
from a vintage huipile, waskected by the lower quartile. For the Peruvian products, the co
designed silk-screened tank dress and tights, along with ttiesigred vertical stripe dress with
cultural textile insets received the highest frequency for upper and lowétegudrhe authentic
artisan apron was selected by both upper and lower quartiles and the autheatidamnt
poncho was selected by the lower quartile. The upper quartile selected #iawtisan tassel
belt and a calesigned necklace in fifth place, the@welry selected by any of the factor

variables.
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Table 17. Millennial consumer product preferences related to ‘Health’ chastactiEr upper
and lower quartile mean scores

‘Health’ factor

m= 3.80 SD= .850

Guatemala product preferencg Upper25% (N= 83, >4.5) Lower 25% (N= 64, <3.0)

15 ‘would most like to have’ G16 Coat (re 14, 16.9%) G16 Coat (r= 12, 18.8%)

2" ‘would most like to have’ | G2 Tunic Dress (¥ 13, 15.7%) G28 Skirt & Bodice (r= 7, 10.9%)
3" ‘would most like to have’ G28 Skirt & Bodice (= 8, 9.6%) G2 Tunic Dress (& 6, 9.0%)

4" ‘would most like to have’ G1 Jacket & Pants (a4, 4.8%) G12 Pillow (n=5, 7.8%)

5" ‘would most like to have’ G14 Pillow (n=4, 4.8%) G21 Chair (r= 5, 7.8%)
Peruvian producpreference Upper 25% (N= 83, >4.5) Lower 25% (N= 63, <3.0)

15 ‘would most like to have’ P47 Tank Dress (a 32, 38.6%) P47 Tank Dress (a 24, 39.7%)
2" ‘would most like to have’ | P42 Vertical Dress (g 19, 22.9%) | P40 Tights (= 11, 17.5%)

3" ‘would most like to have’ P56 Tassel Belt (5 5, 6.0%) P42 Vertical Dress (g 7, 11.1%)
4" ‘would most like to have’ P60 Apron (n=5, 6.0%) P57 Long Poncho (a5, 7.9%)
5" ‘would most like to have P41 Woven Necklace 4, 4.8%) | P60 Apron (rn=4,6.3%)

These analysedid not find unique product preferenéeseach of the fivdactors of
Cultural Creative valueand characteristicénstead, theameproducst held similar appeal
across the millennial produpteferencesvithin each country of origifor each of the 5 factors
The product preferencedfirmedmillennial consumers selected-designed textiles designed
into modern silhouettes in apparel, contempofamyiture, and home décor producihe same
was true fo cultural textile products with low millennial consumer prefereiiennial
consumers selected few of the products in categories of accessories, bagseagdThis
demonstrates a change in consumer preferences that relates to fair trade and artisa
organizationsThese analyses also affirm new opportunities for cultural textile arésehs
organizations to develop apparel and home décor products which may have great market appea
for millennial consumers.

The top five product preferences for Gumaéda weresimilar for each of the five factors
between upper and lower quagtild mean scores within each composite variable. The top five

products for frequency are displayed in Figure 18. Products witlesigned textiles inset into
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apparel ranked thieighest for all five factordollowed by vintage textiles designed into a
modern silhouettes and shapes in appdie tablewith co-designed textilenset in the top, had
high prefeence in relationship to each of the five composite variables skirt and bodice,

which ranked in the top five products for Ethnic for the upper quartile and in the top five for al
factors in the lower quartile, wasnstructed fronauthentic Guatemalaextiles The bodice
wasstyledfor the exhibition by a merchandising student out of a vintage religious stole with a

modern silhouett.

Figure 18.Millennial consumeproduct peferencedor ‘would most like to havedf
Guatemalan cultural textile produgtsft to right): coat(G16), tunicdress (G2)skirt and bodice
(G28), jacket and pants (G1), table (G20)
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Frequency analysis of Peruvian product preferefarés/ould most like to have’ found
highest preference ¢ivo co-designed modern silhouette dresses. These dressesownere
designedwith cultural artisan®y students in thappareldesign program. The tank dress was
silkscreened with an autntic Peruvian textile desigm ohe front of the dres$he vertical
stripe dress wais actualityan authentic artisatable runner that was inset into center front and
back of a contemporanress.

The student designer chose a contrasting textile in color and texture to mthevith
cultural textile. Thdong poncho, sofa shawl, apron, table runner, and tassel betteefl
products preferences were desigaad constructed in Peru by textddgisans. Theéights,
selected in all factors by the lower quartikeere silkscreened withteaditional Peruvian textile
design. The cedesigned producis the Peruvian sectiancorporatedncremental
improvements in process from the sustainability-oriented innovasimg technology to apply
textile design to contemporary garments in the tank dress and tights. ThePReapusproduct

preferences of Millennials are displayied=igure 19
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Figure 19.Millennial consumer productrpferencegor ‘would most like to have’ of Peruvian
cultural textile productgeft to righ{): silkscreened tank dress (P4vértical stripe dres@42),
long poncho (P57), apron (P68)lkscreened tight§240), sofa shawl! (P46)

Limitations
Product preferences of millennial consumers were limited to time, spagalaaedor
the exhibition. Participants of the study were limited to visitors to the exhibition that we
primarily university students and may not reflect the attitudes of the publicgemeealized for
all millennial consumers. The research is also limited by the 51 products dipiaype

exhibition and are not representative of all cultural textile products. Theistlishjted to the
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two countries of Guatemala and Peru and may not represent consumer prefereunltesabf
textile products from other countries.

Implications and Future Research

Exploratoryfactor analysis revealed a fifactor solution to evaluatealues and
characteristics amillennial consumer$rincipal component analysis, usingrifmax rotation,
of cultural creative values and experienicesntifiedfive factas: 1) ‘Ethnic’, 2) ‘Sustainable’,
3) ‘Connected’, 4) ‘Cause’, and 5) ‘Healti’he statements contained in edattorwere
identified and created into five composi@iablesto examindgherelationships of cultural
textile product preferences for ‘would most like to Havigh each factor

The characteristics of millennial consumersteglao cultural creative valuesd
experiencesvere examinednd found high scores for internet usgernet shoppingyearing
fashionable clothing, and travel that offers adventure. Exploratory factyssfaund
millennial consumers are not one group but have values and goals related to five Taetors
resultssupport millennial consumers are technologically well infornrsednectedand effective
with digital media (Brown & Watson, 2010; Parment, 2011). Cultural textile artisahs a
organzations may be effective in marketing to millennial consumers through websitedf¢na
fashionable apparel incorporating cultural artisan textiles in modern sitbeu

In addressing the preferences of millennial consumer for cultural tprbidRictsthey
would most like to have from Guatemala and Perwjesigned apparetp-designed furniture,
andco-designechome decor had the highest frequendiéiiennials reflecteddifferent
preference cultural textile products than previous studiest found preferences for
accessories, jewelry, and small giftee & Littrell, 2006; Littrell & Miller, 2001).Preferred
apparel products had extended attributes of traditional textile designs and teshvitue

adaptations of silhouettes and closures (Ket& Helsen, 1998k achof the apparel products
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reflectedcurrent fashion trends and indicatstural textileproducts will have higher appeal to
millennial consumers# they incorporate fashion trends.

The relationship of culturareative valuesvith millennial consumer preferences for
cultural textile products were atesigned pparel products incorporating current fashion trends
across all five factors and mean scoFe@sdingsconfirm consumers are more likely to prefer
fashionab¢ attire and less likely to prefauthenticethnic clothing This valuewas reflected in a
low mean score for “I like to wear ethnic clothingittrell, Ma, & Halepete, 2005Millennials
did not select ethnic jewelry, accesss, or home furnishings thatre prefered in previous
studies of cultural product websites (Lee & Littrell, 2006). Products that weogated in
process and product design using tr&anability-oriented innovation model includéde coat,
table, and jacket and pants. Co-designed prodiuats Guatemala witlco-designedextile insets
accounted for 43.8% product preferences for ‘would most like to haxeduct preferences
from Peru for ‘would most like to have’ found 44.4% éardesigned appareMillennials
showed a preference for apparel items from Peru that reflected curfeahfaends and modern
silhouettesThe size of thé&eruvianweavings inset into the vertical steipress was smaller than
most hand woven textiles from Peru. Insets of smaller iwgdoy cultural textile artisans might
allow the comation of handcrafted textiles combined with modern silhouettes and fabrics that
are comfortable to wear and easily sacted into garment details

The cedesignedapparel products with Peruvian aaisthatranked highest for ‘would
most liketo have’ were anodern silhouette dssand tightsThese products could be produced
at a moderate price level and midpeinefit artisan textile organizations witltieasingsales,
ultimately leading to increaslincome forculturaltextile artisansThe knit tank dress and tights

(Products P40 and P4wre cedesigned apparel produatsth silk-screenedjraphic designs of
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Peruvian textile weavingd he graphic design was atthentictextile desigrfrom the artisans
in Cusco.

Fine art reproduction of weavingan becopyrighted in the U.S. fdhe cultural textile
artisans who creatbeweaving designs anghtterrs to have theitextile desigrs legally
protectedas intellectual propertyReproductiorof cultural artisansiveaving designsould result
in a limited edition printegbroductto sellat a lower price levahatwould make these products
available to more consumers thauthentic cultural woven products thakeconsiderabléime
to produce and may reach production capacity with the artisans. Utilizing innovatidigaald
technology to reproduce the weaving designs might allow cultural textsarmstand
organizationgo reach moreonsumers and provide additiomaome for the artisan

The relatimship ofcultural creativitycharacteristicéor millennial consumers found
similar product preferences across the five factors identified with gesreh. Millennial
consumers have similar values for cultural creativity as found in Ray and And2e€@) Ray
and Anderson’s research did not include this generational cohort of confienause they
were not of age at the time of the stu@wltural textile product preferencesmillennial
consumerseflect preferences related to incorporatingdesign into process and product
innovation. This may indicate that millennial consurnkigh use of internet for shopping and
awareness of fashionable clothing trendsld expand markets for cultural textile artisanghe
internet. Awarenesgf cultural textile products may also be reflected in fashion trends for
millennial consumers who have easy access to expanded product awareness thrategnéhe i
and eeommerce websites.

Future research is recommended to investigate millennial consumers regading pr

points for cultural textile products as well as their interest in cultural artigaatisheing.
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Future research may investigate the development of lower priced appaselgiegdigital

textile printingtechnology and theffect ofthis process for cultural textile artisans and
organizations. Further studies could explore millennial consumers’ product preferatic

intention to purchase of cultural textile products from other countries and in expanded product
categories. Millenradl consumers’ research could also explore product preferences and intention

to purchase in eemmerce web sites of cultural artisan products.
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CHAPTER 5
SUMMARY AND CONCLUSION

This chapter presents a summary of the study and important conclusioisgadthce
based research. The specific research conducted for theathiobe dissertation format is
presented to compile the distinct perspectives and conceptual frameword t@latoduct
design and consumereferences of cultural textile prodacConclusions of the findings leads to
discussion formplicationsfor action. Recommendations fartureresearch are presentasl
well as limitdions of the study.

Summary of Research

For thepast thirty years, artisans have worked with alternativketoaganizations and
principles of fair trade to reaagtonsumer®f cultural textile productsThe fair trade industry in
handcrafted textilesaces competition from magsoducing importers. Artisans want to
continue to practice their tradition ahdritage ande paid fairlyfor their textile products
However, there are questions as to how to innovate tbeskes and product design processes to
compete in the global market and increase income to the artisans and artin@atoga.

The overarchingim of this practicdased research was exploring newdoic design
processes and product categoriesufural textiles ta@ainincreased acce$s global markets
for artisans. The research was developed with the framework of sustairaditted
innovation to incrementally improve tipeocessesurrently used byultural textileartisans.
Research based gaidce in product design decisiamaking will aid cultural artisato develop
strategies to expamew markets (Littrell & Miller, 2001).

The concept of calesignwas exploredn working directly with cultural artisan telei
groups in Guatemala and Peru and examining consumers’ preferences. Titoh sesaght to
understand if co-designed textiles and products would be preferred over authelitiicnala
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cultural textile products that are currently being marketed throughrddie brganizationg.he
purpose of this research was to understand consumer preferencesietiysovaultural textile
products, both co-designed in textiles and product design from two countries with rich diistor
cultural textiles, Guatemala and Peru.

Research questions were formulated according to three distinct perspedatives an
theoretical fameworks: 1Co-Design with $istainabilityOriented Innovation, 2) Esire fo
Unique Consumer Products, and 3) Millennial consuh@&uiural Creative values To explore
the process of innovating the fair trade supply chthimcedesignprocesdor cultural textiles
was implemented with the Guatemalan weavers through communioateshion trends and
selection of colors along with modificationstadditionalweaving layoutsCo-design involves
joint inquiry and imagination in which diverse people explore and define a problem and
collaboratively develop and evaluate solutions (Steen, 2013). Productdeseyeed with insets
of the textiles by the researcher in a variety of functions and with congatsrat sustainability,
price, and quality. Peruvian textile artisans worked with two apparel design sttalentdesign
unique products with cultural textiles. The co-design process with apparei dasignts
included creating graphic textile designs frora #ntisans’ textiles and screpnnting to
apparel. The Peruvian artisans worked with the student designers to make waéiyeged
accessories for the exhibition.

Research questions relating to thedesign experience explored the experience of
consumers as participants in the stady experiences of the designexsrking with artisan
organizations. Participants’ product preferences wragnined to determine ab-designed

textile productsvere preferred ovaauthentic cultural textile products. In addition, the research
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explored consumer preferences to suggest improvernuetits traditional fair trade product
supply chairthatmayassist cultural textile artisans in expanding their markets

Fifty-one products were displayed in a university gallery open to the public for ninety
days The exhibition featured both Guatemalan and Peruvian areas and grouped products
according to color. Both co-designed products and authentic cultural products spergedi
Paper and pencil surveys were collected from a convenience sample over a psirbddzys.

Quantitative analysis found participants’ product preferences were pyiragpiarel,
especially cedesigned apparel and co-designed furniture. The apparel design students co-
designed two dresses with artisans for the Peru products thgpnetrered foparticipants
‘would most liketo own’. Ninetyfour percent (94%)fahe participantsvere Millennials who
preferred the two cdesign dresses froReru

Qualitative analysis of participants’ written responses to “describe whdind most
interesting and attractive” about the product in the exhibition that you would moti bken
found consumer preferences for ‘Modern mix with traditional’ and ‘I love thelslet@here was
clear appreciation of color contrasith the theme of ‘pop of color’, and an appreciation for
products that could be used, and worn in the theme ‘versatility’. Consumers described the
products as emotional and personal experiences in how they would use or wear theapabduct
their enjoyment of the product. Descriptions included details relating to fasarastand
intricate patterns in the textiles. The participants described the textiles in tenmisal’,
“ethnic”, and“native’. In the written descriptions, there was edaf descriptions relating to
artisanstheculture, orthe country of origin There were also few specifics regarding

environmentally friendly textiles or sustainablagirces in the written descriptians
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Qualitative analysis of the designs’ perspectivebund themes relating to “textilésll a
story”, “women work hard”, experience of “desigallaboration”, andsustainability”. There
was a focus of working with women weavers dmelriespect for passing the knowledge, skill,
and tradition of weaving to the next generatibhe designeperspective found great
appreciation for the difficulty of the work and limitations of time and revenue.

Consumers with high interest and desire to develop a&setfept that is different from
others may consider cultural products unique. Consumers with a high desire for uniquésproduc
may wear or display products not available locally and founithgltravelfor personal
wardrobes and home décor (Lynn & Harris, 1997) efghtitem scale, Desire for Unique
Consumer Products (DUCRJas usedo createa gal-oriented difference variahl@his desire
has an increased tendency for consumers to acquire and use products thategriisoaative,
and customized along with an increased tendency to shop in small unique retail outlets.

Participants in the studyad a high mean scocempared to the study validating the scale
for Desire for UniqueConsumer Product®UCP). Uper and lower quartiles of the Desire for
Unique Consumer Products wenealyzed to see if there was a differenteroduct preferences
betveen the quartiles regarding product attributes. Those with high scores for usgjuene
preferred cultural textile products while low scores for uniqueness prefeaedcps with
symbols of cultural textiles. The four product attributes of uniqueness, color, funciibn, a
guality were positively associated with high effect levels for product mreées of participants.

Co-designedhapparel products accounted for 43.8% product preferérarasGuatemala
and 44.4% of product preferences from P@uotdesignedextiles from weavers in Guatemala
were inset into apparel and home décor pillows. The coat with culturaéteddts received

high rarkings for‘uniqueness’, ‘function’, and ‘quality’. The vertical stripe dress with hand
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woven textile insets from Pewmas highly selected for ‘color’, ‘function’, and ‘quality’. The tank
dress and tights with silkscreened Peruvian textile designs ranked asegrpfeducts for
‘uniqueness’, ‘color’, ‘function’, and ‘quality’ and represent a possible new produgiccater
cultural textile artisans.

The majoriy of participantsvere female, 86%, who reflected a high prefersfme
apparel that incorporated cultural textiles in modern silhouettes. Males,catnanded for 14%
of the participants, selected furniture, home décor pillows along with hand woven parrchos f
their product preferences for ‘would most like to have'.

Cultural creativity of millennial participantsasanalyzed with 22 statements of values
and experiences previously used to research conswhtir trade and cultural artisan products.
Millennials consumers scored high for adventurous trahelpping andise of the internet, and
wearing fashionable clothing. The values that scored low were book buying, Hudisitic
practices, wanting tolow how products are made, and wearing ethnic clothing. The product
preferences selected for ‘would most like to have’ for Guatemalan productg&vé% apparel,
30.6% home décor pillows, 12.8% furniture, and 5.6% accessories. Peruvian products
millennials selected for ‘would most like to have’ were 70.4% apparel, 16.7% accessories, and
5.8% furniture. Product preferences with highest percentage selected fait iwost like to
have’ were cadesigned apparel for both Guatemala and Peru.

The 22 items wereeduced with exploraty factor analysis resulting a fivefactor
solution: 1) Ethnic, 2) Sustainable, 3) Connected, 4) Cause, and 5) Health. New composite
variables averaging the sum of mean scores were created for the five factdhew#ins
included in each value. ‘Connected’ had the highest mean score of 4.52 and ‘Sustainabk’ had t

lowest mean score of 3.51 for millennials.
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Upper and lower quartiles were examined for each of the five composite variables
representing the characteristics of each factsee if there was a difference in product
prefeences Millennial productpreferences were examined for each coulairgach of the
factorsand between upper and lower quartdésach factor. The same products were preferred
across all five facrs and between upper and lower quartiesach factofor both Guatemala
and Peru. Product preferences affirmed millennial consumers selealedigoed textiles
designed into modern silhouettes in apparel, contemporary furniture, and home décor products.

Summary of Results

Building strong artisan enterprises is positively impacted by working wittaastis
international craft marketing especially as pneducts preferred for this studsere cedesigned
and developedollaborativelywith design spealists (Littrell & Miller, 2 001). Participants
preferred products that recognized current fashion trends and ceafiltoral artisans can
produce maset-driven products as previously found in Aageson (1997) and Regees
(1998.

Cultural textile artisans in this research created textiles in traditional patteitas w
modifying traditional colors(Littrell & Miller, 2001; Lynd, 2000). Products we preferred with
modern silhouettes artesignfeatures that were compatible widbnsumer tastes and lifestyles
of participantgLittrell & Miller, 2001). Participants that supported modern fashion trends
(Kotabe & Helsen, 1998) preferred both silhouettes and closuresaesgmed apparel
Products that were modified to cross cultural traditions westepedwith the coat, jacket and
pants, and the dresses that mixed modern silhouettes with traditional culturapttéitas

(Littrell & Dickson, 1999).
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Sustainabilityoriented innovation provided a working framework for textile and product
design with culral textile artisans fgprocess and product innovationdisseminating color
inspiration and weaving layouts to the artisaitt digital technologyand modifying traditional
weaving practicetor textile insets that will increase production grdvide more income to
artisangKlewitz & Hansen, 2014). This research will continue with new textile design and
development with the Guatemalan weaving organization and may refuthier organiational
innovation.

Co-designallowedjoint inquiry between the weaving organization and designers to
innovatethe textile design and weavimpgocess. Through co-design, diverse people explored and
defined the problems with cultural textile products and collaboratively developgobsslfa
new product degnspreferred by paicipants (Steen, 2013). Preferences of participants affirmed
the co-design procesallowed for opportunities to learn and solve problems collectiwvély the
researcher and cultural artisan organization to develop design outaitindseper consumer
satisfaction (Niinimaki & Hassi, 2011).

The experience of designers and the weavers who continue to work with this practice
based research have the possibility of selling handcrafted textiles in timatioeal market and
maintainng their cultures and traditions while earning an income (Lynd, 2000). The smaller
weaving layout allows production gimall pieces of distinctive traditional weavings with less
expense and timier weavers thatnayincrease affordability of developgidoductsfor
consumers (Lynd, 2000). Traditional designs were maintained with the weawingsser
communication of new color combinations and trends may have increased consumearngaefere

selected for calesigred products.
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Thedescription of experiences désgners and consumers’ perceptions of products
found designers discussed visual representations and did not describe the expergngelod u
product. Consumers described a peaterperience of using the prodwegpecially inemotional
terms of ‘love’ thatwas used in 166 descriptions of prody€@bkamorreKoc, Popovic, &
Emmison, 2008).

This research founghany of theproducts in the exhibition were included as first, second,
or third choice for products preferencegafticipants. The variety of product preferences
suggests companies that create multiple product options for consumers mayenpeeterences
and allow consumers to differentiate themselweproduct choice (Lancaster, 1990). Apparel
and furniture were the top prodwategories, which reflect Tian and McKenzie’s (2001)
findings that clothingand home furnishings may be marketed on the basis to exppestsaof
the self without spending a large amount of disposable income to purchase the product. Unique
productsembedded with cultural textilegere identified as versl and functional products.
Consumers with a high need for unique consumer protlasts favorable attitudes towandvel
products (Halepete et al., 2009, Workman & Kidd, 2000

Product preerencegostively associated witlguality confirm consumers purchase
cultural products due to a high level of handcrafted workmanship and perceptions of high
product quality (Dickson & Littrell, 1996; Kim et al., 1999; Lee & Littrell, 2006dwéver,
reaults from this study did not relate to Lee and Littrell (2006) who identified consumher
cultural products were most interested in buying jewelry, scarves, and bagsiriety of
products found that consumers are interested in apparel, furnitureyrmeddécor. Accessories,
jewelry, and bags (handbags and small item bags) received very few sslfEstimmoduct

preferences from participants.
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The Desire for Unique Consumer Products showed participants favored products as
different, rare, and scar¢eynn & Harris, 1997). High scores for uniqueness indicate high
preferencs for cultural handcrafted textile products considered as different and.scarce
Participants had a high sum of mean score of 31.2 for Desire for Unique Consumer Products
(DUCP) compeed to the study confirmgthe development of the scale wituan ofmean
score 0f26.2 (Lynn & Harris, 1997). Lynn and Harris found strong Desire for Unique Consumer
Products indicated highly competitive and status-oriented peapl@u& preferacesfor this
study may provide good directions for artisans and designers for future prodgotates
development due to the high scores of participants.

The majority (94%) of participants identified as Millennial generatoann 1980 and
later. There are fevetudies of millennial dtural creative values related to product preferences
of culturaltextile products. The exhibition was open to the public and expectations wereeto hav
representatives from ajlenerational cohorts. The study sought to undeiistatiural creativity
acros generational cohorts, which hgpically been described as a baby boom generation sub
group. However, the sample for thieidy was primarilyarticipants who identified themselves
in themillennial generation. Bsultsof millennial product preferences of cultural textile products
will add to the body of knowledge regardmdlennial consumepreferences ofultural textile
products. In addition, results of cultural creative values and goals of culteasiviy will add
to the body of knowledge.

Millennials found five factors for dtural creative values and experiencébke five
factors were ‘Ethnic’, ‘Sustainable’, ‘Connected’, ‘Cause’, and ‘HealttddBct preferences of
millennials for ‘would most like to have’ were -@d®sign apparel, edesignfurniture, andco-

design home décor pillows. The relationship of the five factors with product pregsrdid not
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find different preferences related to the characteristics of cultural creative aatlies
characteristic$or the fve factors Millennial product preferencdsr this study aligned with
preferences found in the other perspectives of Co-design and Desire for Unique Gonsume
Products. Théigh mean score fo€ onnectedfactor for millennialgeinforced internet
consumers have flexible and fast ways to participate in the global markeimigaroducts
(Simeon, 1999).

Apparel with embedded cultural textiles preferredriennialssupport the findings of
fair trace businesses that emphasimagjueness, quality, and ethnicity that positively influence
consumersl(ttrell, Ma, and Halepet&005). Millennials support artisan development programs
with focus on creativity and problem solving for product design and development in less
developed countries. Thefindings suggeshere may be a large consumer market that is
interested in meshing cultural interests with product decisions (Dana, R0D&pnial high
scores for cultural creative values and gadfism consumers’ sense of social responsibility
relatedto products’ ethnic, aesthetic, function, and symbolic characteristiee(|L& Dickson,
1999). This study contributes and expands the current knowledge base regarding cultural
products. In the past, cultural textile artisans have primarily developebhjeme acessories.
This study suggests consumers may have strong irdemestdesire dwral productsn apparel
and furniture product categories that are unique or exotic.

Conclusions

The implementation of the edesign process was positive acéogdto caassumer
preferencesThis process may assist cultural weaving associations in innovation of products and
organization. The process of communicating fashion color trends and allowing celttital t

artisans to produce traditional designs may provide incremental improvementpiadbet
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development process with jeoitial for increased access to and interestgiblal market (Lynd,
2000). 3naller sized weaving insetnto contemporary produatsceived high levels of
preferencdrom participantsPreferences fditome furnishings products provides support for
variedproduct development and incremental improvements in new product categuadbs
may expand market demand for cultural textile products.

Participants in the study preferred vintage muted colors, earth tone colorsackdrid
white with a pop of color. These preferences are inapotb artisan organizatioas they
develop new products. Muted and earth tone colors will appeal to a broader target market.
However, the results of this study found consumers enjoy a contrast of colors anthetlors
pop. Color trends may be modified to reflect more muted, natural colors, witallaaxtile that
contrasts and highlights theadtlitional cultural pattern thatay fit with contemporary
consumers’ wardrobes and interior. Co-design processes will allow foreshangolor
combinations as fashion trends changewNbroduct categorieserefacilitated by combining
artisan textiles froniGuatemala and Peru with other materials and procesgesduceapparel
and furniture products with locatanufacturing

Sustainabilityoriented innovation incorporatinbe process of edesign provides a
theoretical framework thas intertwined with practice (Leavy, 2009). This practio=esed
research fond joint creation of value with the weaving organization and the researcher, an
expected result of edesign (Prahalad & Ramaswamy, 2004). Co-design provides a framework
for designers and new enterprises to work with culan#ango innovate the desmgprocess
and supply chain to achieve social and economic goals for cultural artisans. iddieis has
collaborated with many new ethical fashion companies as design paoteezate weavirgin

modern designs and fashion colors. Guidelines fowtes/ing organization aiaformed by
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findings from this research and innovative processes and are now being developed to innovate
the supply chain, especially forcemmerce ethical fashion businesses.

Cultural textile artisashave excellent skills in hdarafts including cultural patterns and
symbols.However, cultural artisan®may not have training or the resources in product design and
production to produce high quality and functionaddgucts that meet the demaradglobal
consumers. Artisans who live remote villages may not have access to the internet to gain
information regarding consumer tastes and current market and fashion trend&réhéhe
products they make for the global market may not meet the needs and desire of camyempor
consumers, who are interested in cultural, ethnic, and high quality products. Working wit
artisans in Guatemala and Perpracticebased researgtrovided an opportunity for
contenporary consumers to evaluate cultural products for uniqueness, color, function, and
gualityin asetting where they could see, feel and taihettextiles.

Participants in the study preferred apparel that embedded small weaniag-st
designed textile insetsymbolic graphic designs of weavings, and repurposed vintage textiles in
contemporary silhouettes. Attention to detail of fasteners, construction, anddfiineerporated
into the garments by the designers involved with the exhibition. The preferred prigducted
cultural textileghatwereconstructed in the U.S. by trained designers who had developed skills
in pattern making and industrial practices of garment constru@aticipants preferred the-co
design process of mixing traditional patterns of textiles, either handctefi#dsor graphic
representation®esigners who are trained in color and trend forecasting as well as fundamentals
of art and design determined colors in the textile insets

Designers developealvariety of products with emphasis on new product designs of

smallaccent furniture and tabletepo give participants choices in function. The two furniture
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products in the Guatemala area received high rankings from study particigantsnall table
with small weaving insets in the tatwe is a product design that has an opportunity for artisan
development. Coats and jackets with small weavings inset into the design also Ipoterttial
for product developmerand market demand

Theresearch found high consumer preference fosilkescreenedknit tank dress and
tights (P40 and P47) with graphic desigrfscultural textile patterns. The graphic design was
patterned from authentic Peruvian textile designs from the artisans in Chsse. graphic
designs can be copyrighted in the U.S. so the pattern would be legally protected. Rieproduc
the graphic desigoould result in g@roduct at a lower price level to reaglobal consumers.

The research foundtesan textile organizations would benefit from working directly with
trained designers for product design and development. Design collaboratidte mayually
beneficialfor artisans creating unique hand crafted textiles that are customized to be
incorporated into contemporary productgitevith the lifestyles of modern global consumers.

Implications

Implicationssuggests faitrade artisatrganizations may refine their business plans and
supply chain to become more viable and sustainAblisan organizations are often directed by
volunteers interested in improvirige livelihoods and living conditions aulturalartisansn
undeveloped countries. They are working with an outdated business model and producing
products that are directly competing with mass produced imports. A new busine$shasei®
on sustainability-oriented innovation, would utilize theertise of artisan craftpersoasd
incorporate hamttafted textilesnto contemporary producfor global consmess. Artisan

organizations would benefit froexpertise irdesign, product development, production, and
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e-commerce texpand artisan lsinesesand provide economic viability for artisans and design
collaborators.

The fair trade supply chain may be modified by incorporating incremental immpenis
in process, products, and organizations for market driven cultural textile productsvicee
supply chain would incorporate technology to inform artisans regarding fashion drehds
design details to assist the artisans in creating contemporary produbis gdobal markets.
Previously, the supply chain started with input from the producers. With the revised supply
chain, the input for cultural textile products is a design collaboration betweenishesrthe
organizations they work with, and design partners who are small to medium eeterpigsire
20 shows the revision of the fair trade supply chain incorporating co-design and bilgtaina

oriented innovation with the use of technology.
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Maya Traditionsn Panajachel, Guatemat®@w uses a questinaire for designerashen
they are interested in abesigning a textiléo determine which weaving group is best suited to
produce the textile. Maya Traditions is working to improve their quality ane sfykxtiles and

products for more contemporary customers @atretrend coscious. The weaving organization
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is producing exclusive textile designs of their own called ‘liensos’, whigll atto 19” wide
and 90” long. These textiles are best sellers to companies such as Ara Collecpvedhed
home décor products that requires larger weavings for throws and pillows.

Maya Traditions worksvith principles of sustainability by fulfilling the ten principlet o
fair tradespecifically in determinindair wage for the weavers. “Working with artisans on a fair
trade basis iso drastically different from brands designed in the UnitateSt (Textile Trekker,
2014).The codesign process textile and product development for this exhibition is beneficial
to producing product meettastes and lifestylder contemporary casumerqLynd, 2000).

This study led tane of the student desigrsinterning and subsequently being hired by
Maya Traditions as Product Development and Sales Manager. In professictiaemshe
coordinates with the weaving groups in Guatemala to iatedkre process of co-design and
expand oppaunities for the artisang he cedesign process continues to be utilized in practice
by the researcher in an emerging apparel and home décor enterprise iticgy togaresults of
this study.

Limitations

Exposure of consumers to artisan prodwess limited to a specific time, space, and
place in a university gallery.afticipantswere ablgo see, feel and touch cultural textile products
under museum quality ligimty in an inviting environment. Signagn the exhibition attended to
information abouthe artisanscommunities, processes, and craft techniques of the textile
products. Exhibition design research allowed participants to experience the peoatlss
desirable for practicbased researcRarticipants were limited to visitors to the gallery who
voluntarily chose to complete the survey and may not be representative of the entireqmopula

that visited the exhibitianThis study was limited in a small sample for swing, baby boom, and
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Gen X generatios. The results are specific to the sample of the study and limited by the
products, product categories, and colors presented in the exhibition.

Consumer preferences for ‘most willing to have’ Wasted by not having pricig
attached to each product timay have altered consumer preferenédistudes alone may be
poor predictors of buyer behavior (Shaw & Clarke, 1999). Howeveesmarch studies, attitudes
and intention toward ethical or cultural products may be measured without &xicing of
the price of the products into consideration (Browne et al., 2000).

Recommendations for Future Research

The study could be improved by displaying cultural products in a public building with
visitors representing a broader population to gain more insights in consumeenetebased
on demographics. The products displayed in the exhibition were constructed from e first
design process with the weaving organizations in Guatemala and PertesBaisch has
continued and has improved textile cadesignprocess so future research could incorporate
new textiledesigns, prodcts and new product categories that have been developed.

This research could expand the consumer population by using pictures of the products for
the study. Photos could replicate the study and ghlaxticipantso choose preferences within
product categories anadlor themes. Research cowdplore consumers’ preferences of cultural
textiles to be embedded into their choice of product for function or size for apparehoLis
allow for customization of cultural textile products by consumers. However, iplciod visual
research would lose the ability for consumers to see, feel and touch thegizaities of
cultural textiles that was found in the exhibition research.

Future research could explore the cultural textile artisan experienagkmg/through

the cadesign process including how artisans adapt to the change in weaving layouts and
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traditional designs imew colors. Additional research could explore the training of younger
artisans and the passing of craft techniques to younger generations. Toaeeis that young
indigenous people will not be interested in continuing the craft. Prdzdmed research could
work with these younger weavers to determine how their work can be sustainalde/arding
as wel as determining the values and goals for their lagsvell as their ntovation in
continuing the handcraft of weaving for their livelihood. Research could explokengavith
textile artisans in othemttures and countries. The researcher has begun working with
Vietnamese embroideryrtisans in producing products from traditional Viethamese designs.
Future research could explore testing hypothesis for process models elatedesign and
consumer prierenceghat could be applied for artisan work.

This study was a culmination of working with artisans and organizations that support
cultural artisans in getting their textiles to market. It has been a learniagemnqge for the
researcher and the twa@sign students as each of them has a passion to continue with this work

and to explore possibilities to expand markets and increase livelihoods for tleeasdidans.
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APPENDIX A-PHOTOS OF GUATEMALA PRODUCTS IN EXHIBITION
CULTURAL TEXTILE PRODUCTS FROM GUATEMALA (GiG31)
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APPENDIX B—PHOTOS OF PERUVIAN PRODUCTS IN EXHIBITION
CULTURAL TEXTILE PRODUCTS FROM PERU (P4B60)
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APPENDIX C

GustarsoNGALLERY
EXHIBITION APPLICATION FORM

Proposed Exhibition
Title: Journey to Sustainability: Textile Artisan development in Guatemala and Peru

Brief discussion of exhibit theme and content: The Exhibit will feature contemporary
products incorporating handcrafted textiles made by textile artisans in Guatemala and
Peru. Discussion boards will ask questions to provoke discussion about artisans in
underdeveloped countries, sustainable product development (=as culture) and
living/working conditions. A continuous media stream will be played showing pictures
and video of artisans in their working environments, for example the process of back-
strap weaving and spinning of cotton thread.

Exhibitor(s)/Artist(s): Carol Engel-Enright, Cory Hibbard, Averie Floyd, Guatemalan
textiles. Jeri Nichols-Park, Bonie Shupe, Peruvian Textiles

Contact Information

Name of contact person: Carol Engel Enright

Address 313 Gifford

Phone # (970) 491-5759 Email carol.engel-enright@colostate.edu
Affiliation: CSU

AM Faculty Sponsor* (if required) Carol Engel-Enright
AM Faculty Sponsor’s signature
date May 15, 2013
*Faculty sponsors are required to assume responsibility for communicating with the
exhibitor(s)/ artist(s), managing the receipt of exhibition objects, managing the
installation, takedown, and promotion of the exhibit, and for the arranging of exhibit-
related activities (e.g., reception, gallery talk, etc.), if planned Please see the Gustafson
Gallery Policy Statement .

Description of Exhibition Plan  (attach an additional page to describe exhibition plan, if

necessary)

Please describe the general plan for the exhibit and state the type and number of

objects to be exhibited, the type and number of fixtures needed, other materials or

props to be used in the exhibit, and a space/layout plan appropriate for the room

GLPHQVLRQV 8 TK[ 92 96 3OHDVHERRWRZHGWHWRPHM LW/
Department of Design & Merchandising or if they will be provided by the exhibitors.

Also, please provide illustrations or photographs of the exhibition plan and objects.
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Guatamala
Interior Space Vignette
Embroidery

Peru
Interior Space Vignette

Media Table
Questions and Information on
Sustainable Deelopment

Peru
Fashion Designs

Guatamala Peru
Product Table Product Table

Guatamalan
Fashion Designs

Guatamala
Interior Space Vignette
Weaving

Peru
Interior Space Vignette

The exhibit will mix home décor, product development, and apparel design incorporating
artisan textiles from Guatemala and Peru into contemporary designs and products with
consideration to function and marketability for the Western consumer. The exhibit space
will be divided in half to give comparison of traditional textile design from Guatemala
and Peru. The far wall of the halfway point, near the TV, will incorporate media space
and information on sustainable artisan development. At that space there will be a table
showing raw materials of textiles and equipment (for example a back strap loom and
hand spinning).

Each half of the gallery space will utilize the corners (8ft x 8ft) to set up a vignette of
interior space such as a home, office or hotel display, and function, and feature the
artisan textile in home products as they would be utilized and visually merchandised in
retail stores to appeal to the ultimate consumer. The vignettes will curve at the sides.
Each sidewall of the gallery will have a 6 ft. display of items and accessories. The
center of the exhibition space will feature four round podiums with models in
contemporary clothing designs using artisan textiles.

Requested Exhibition Dates: Please indicated your preference for exhibition dates based
upon the time periods listed. The exact dates for the opening and closing of exhibitions may
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vary and will be determined by the exhibitor(s)/artist(s) in conjunction with the GG
committee.

Winter (January — March)

Spring | (April — May)

Summer (June — August)
x Fall I (September — October) August 15 — October **This is two weeks earlier than the
guarter exhibit. We are asking for an earlier installation date because Bonie Shupe
will be leaving for Peru for her internship with the Center for Traditional Texti les in
Peru. Thank you for your consideration.

Fall Il (November — December)

Exhibition Budget & Funding

Total anticipated cost $600 for signage, reception, and exhibit
materials
Source of funding Personally funded by Carol Engel-Enright as founder/designer of

Vivodec, LLC. Vivodec was established and funded as GSSE enterprise initially with an
Infectious Disease grant and Rotary International Global Grant, enterprise developed
under NEVA, College of Business, 2011 — 1013). Vivodec LLC operates as a social
enterprise and is incorporated in the State of Colorado as a partnership with Carol
Engel-Enright and Crystal Gardner.

Please attach the following items to this application:

1. An itemized budget for the proposed exhibition, including costs for the transport (receipt
and return) of exhibition objects and other items, exhibit planning and installation materials,
promotional materials, and opening or closing reception (if planned).

Journey to Sustainability: Textile Artisan Development in Guatemala and Peru

Exhibit Budget

1. An itemized budget for the proposed exhibition, including costs for the transport (receipt
and return) of exhibition objects and other items, exhibit planning and installation materials,
promotional materials, and opening or closing reception (if planned).

Transportation: $0

Exhibition Objects:  $300

Signage & Video:  $150

Opening Reception: $100

Total $600

2. A completed insurance liability form (link will be supplied) with an itemized list of the value
of the objects to be included in the exhibition, and
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3. A record of the applicant’s previous exhibition work, if available.

Carol Engel-Enright:
2010 Awarded 3rd prize for Queen Sirikit Institute of Sericulture Peacock Standard of Thai
Silk Competition for “Golden Wheel of Life”

2009 ITAA Creative Scholarship, Fiber Arts Live Gallery, Seattle, Washington

2009 Selected among ten finalists in the US judging for the Queen Sirikit Institute of
Sericulture Peacock Standard of Thai Silk Competition. Her apparel design was sent to
Bangkok in June for final judging.

2007 Threads Magazine Design Challenge Finalist “Inspired by Art”

Bonie Shupe Exhibits:
2013 Parachute Dress, Gustafson Gallery
2012 Parachute Dress, Aspen Pointe

PLEASE SUBMIT THE COMPLETED FORM (AND ATTACHMENTS) TO:
Department of Design & Merchandising

c/o The Gustafson Gallery Committee

150 Aylesworth Hall, S.E.

1574 Campus Delivery

Fort Collins, CO 80523-1574

Review of applications will  occur as received, on arolling -basis.

For Official Use Only
Date application received 5/17/13 by GG Committee
Date application reviewed 5/24/13 APRROVED

Comments __ The requested time period, August 15 - October is approved provided that
you are willing to assume responsibility for the take-down of the current exhibit including
proper storage of the garments and mannequins; otherwise the gallery may not be
available until August 31 (the exact take-down date for the exhibit has not yet been
arranged).

When determined, please inform the committee of the specific dates for the opening
and closing of the exhibit, as well as the reception, if one is planned.

Please submit a press release for the exhibit to Susan Torntore (CC the entire
committee) 1 month prior to the date of the exhibit opening.
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Date:

To:

From:

Re:

IRB ID:

APPENDIXE

Co

University
Research Integrity & Compliance Review Office
Office of Vice President for Research
Fort Collins, CO 80523-2011
(970) 491-1553
FAX (970) 491-2293

September 16, 2013

Carole Makela, School of Education
Carol Engel-Enright, Design & Merchandising

Janell Barker, IRB Coordinator

Consumer's Preference of Products Designed and Developed of Cultural Textiles
from Guatemala & Peru

114-14H Review Date: September 16, 2013
This project is valid from three years from the review date.

The Institutional Review Board (IRB) Coordinator has reviewed this project and has declared the study
exempt from the requirements of the human subject protections regulations as described in 45 CFR
46.101(b)(2): Research involving the use of educational tests.....survey procedures, interview

procedures or observation of public behavior_unless: a) information obtained is recorded in such a

manner that human subjects can be identified, directly or through identifiers linked to the

subjects.

The IRB determination of exemption means that:

* This project is valid for three years from the initial review. After the three years, the file will be
closed and no further research should be conducted. If the research needs to continue, please let
the IRB Coordinator know before the end of the three years. You do not need to submit an
application for annual continuing review.

e You must carry out the research as proposed in the Exempt application, including obtaining and
documenting (signed) informed consent if stated in your application or if required by the IRB.

* Any modification of this research should be submitted to the IRB through an email to the IRB
Coordinator, prior to implementing any changes, to determine if the project still meets the Federal
criteria for exemption.

¢ Please notify the IRB Coordinator if any problems or complaints of the research occur.

Please note that you must submit all research involving human participants for review by the IRB. Only
the IRB or designee may make the determination of exemption, even if you conduct a similar study

in the future.
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APPENDIX F

Colorado State University

College of Health and Human Sciences
Department of Design and Merchandising

150 Aylesworth Hall SE + 1574 Campus Delivery + Fort Collins, Colorado 80523-1574
Phone: (9700 491-1629 - Fax: (970) 4914833 - wwwadm.chhscolostate edu

Dear Participant,

My name is Carol Engel-Enright and I am a researcher from Colorado State University in the
School of Education and Department of Design & Merchandising. The purpose of this exhibition
is an exploration with customized artisan textiles in product design. Fair trade textile
organizations are interested in reaching larger consumer markets. With this exhibition we have
worked the textiles into a variety of apparel and home products. This survey explores your
consumer preferences of the products and textiles in this exhibition. The hand crafted textiles are
from artisan groups in Guatemala and Peru

We would like you to review the products in this exhibition and complete the survey attached to
this letter. Your valued participation will take approximately 15 minutes. Your participation in
this research is voluntary. If you decide to participate in the study, you may withdraw your

consent and stop at any time without penalty.

Complete the survey and drop it in the ‘SURVEY” box. Completed surveys will remain
anonymous. While there are no direct benefits to you, we hope to gain more knowledge on how
textile artisans can develop consumer products for the marketplace to sustain their livelihoods
and support their families. For participation, you may complete the information at the bottom of
this page and put it in the ‘PARTICIPANT’ box for a drawing of gift cards to be given to eight
survey participants after the close of the exhibit.

There are no known risks to participate in this survey. The Principal Investigator is Dr. Carole
Makela and the Co-Principal Investigator is Carol Engel-Enright, M.S. If you have any
questions, please contact Carol Engel-Enright at 970-491-5759 or carol.engel-

enright(@colostate.edu . If you have any questions about your rights as a volunteer in this

research, contact Janell Barker, Human Research Administrator, at 970-491-1655.

Sincerely,

Carol Engel-Enright, M.S.

Complete the following with your contact information for an opportunity to win 1 of 8 gift cards

of $25 for completing the survey. Separate this page from the survey and place in
‘PARTICIPANT box.
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