SPACE, TIME AND HARMONY : SYMBOLIC ASPECTS OF
LANGUAGE IN ANDEAN TEXTILES WITH SPECIAL REFERENCE
TO THOSE FROM BOLIVAR PROVINCE (COCHABAMBA,
BOLIVIA).

Lindsey Crickmay

A Thesis Submitted for the Degree of PhD
at the
University of St. Anhdrews

1992

Full metadata for this item is available In
Research@StAndrews:FullText
at:
http:/ /research-repository.st-andrews.ac.uk

Please use this identifier to cite or link to this item:
http:/ /hdl.handle.net/10023/2876

This item Is protected by original copyright



SPACE, TIME AND HARMONY: SYMBOL1C ASPECTS OF LANGUAGE IN
ANDEAN TEXTILES WITH SPECIAL: REFERENCE TO THOSE FROM

P
BOLIVAR PROVINCE (COCHARAMBA, BOLIVIA).

by Lindsey Crickmay

Thesis submitted 1n fulfilment of the requirements for the

Degree of Doctor of Philosophy in the Faculty of Arts

Institute of Amerindian Studies
University of St. Andrews

September 1991




BEST COPY

AVAILABLE

Poor text in the original
thesis.

Some text bound close to
the spine.

Some images distorted




PAGE
NUMBERS
CUT OFF
IN
- ORIGINAL




1
DECLARATION OF USE

in submitting this thesis to the University of 5t Andrews
I understand that I am <giving permission for 1t to be made
avallable for uge 1n accordance with the regulations of
the University Library for the +time being 1in force,
subject to any copyvright vested 1n the work not beling
affected thereby. I also understand that the title and
abstract will be published, and that a copyvy of the work
mayv be made and supplied to anyv bona fide libraryv or

research worker.

Dat@.z:?“./si‘”-./é(l .Signature of candidate..

1

1




ABSTRACT

The thesis 1nvestigates how the desi1gns woven 1n
Andean textiles make up a svmbolic language which both
communicates 1information about those who wear tLhem and
demonstrates their desire to balance the opposing forces
which are believed to <covern their world. All textile
elements share this communicative function and the thesils
examines the significance of spin, colour and lavout 1n
the textile as a whole and 1n the 1ndividual designs.
Textile terminology 18 drawn from fieldwork, the

literature and from early Avmara and Quechua lexicons.

The contemporary designs examined were personallyv observed

1in Bolivar 1n 1982/3 and 1986 ; the thesis suggests their

derivation from colonial designs and discusses the1lr
possible 1conographic content.

Part One shows the significance of clothing as a
statement of 1dentity and describes brieflyvy the weaving
techniques and figures tvpical of the Bolivar area. Part
Two shows how cloth 18 seen as a vital, three-dimensional
object and how 1In weaving as 1n the other plastic arts
desigdns are encoded with abstract concepts fundamental to
the traditions of a social group.

Part Three examines how certain colour comblnations
represent social, political or cosmic tensions and how
their arrancement attempts to manipulate and control the
enercdyv generated by them. In particular 1t 1nvestigates
how colour represents  the circulation of suerte, or
fortune, many of the names of which are also terms for

colour combinations similar to those used in textiles. Tt

also shows how specific elements such as stripes and
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figured designs act as metaphors through which the textile
becomes a map or record of social, ritual and cosmic

space.,
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INTRODUCTION

This thesls 1nvestigates the communicative function
of Andean textile design and examines how 1ts various
elements are arranged to form a woven idiom.

The visual effect of this woven 1diom 1n part
reflects the linguistic associations of Quechua and Aymara
textile terminology; 1t 1is concerned with definition of
time and space 1n relation to the weaver or viewer, and on
a larger scale with the maintenance of a steady movement
or tlow of energy between the contrary forces which govern
the universe 1n the Andean world view. Whilst the figured
desi1gns often demonstrate an obvious dualism, these are
only *Uma more explicit representation of concepts also
expressed 1n spin, lavout, and colour.

The thes1lis examines the contemporary terms used for
comparable textile elements such as stripes, 1n order to
show that these have a consistent significance. As the
period of my fieldwork was necessarily short these terms
are not drawn exclusivelyv from Bolivar but 1nclude those
used 1n Taquile, where I also spent considerable time, and
those found 1n the contemporary literature on Andean
weaving. The 1nvestigation 1ncludes an analysis of the
meanings for these terms ¢given 1n the early lexicons 1in
order to assess whether or not any such significance has
remained constant.

Selected fi1gured designs currently woven 1in Bolivar
are the subject of a similar analysis. Their names and
those of other comparable desi1gns are examlned and

suggdestions made as to how the modern figures mayv derive
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from earlier models which, although distinct 1in form,

appear to have had a similar significance.

The thesi1s falls 1nto three parts. The ftirst,
describing the contemporarv scene, attempts to show how
textiles, as clothing, remain significant 1n the
definition of cultural 1dentity: theyvy establish spatial

and social Jlimits but they can also signal the suspension
of these 1imits so that interaction can take place between
groups or 1ndividuals customarily separated by space or
time. It goes on to describe the weaving techniques and
various types of figured designs used 1n contemporary
Bolivar. No attempt 1s made at this stage to suggest
their possible 1conographic content.

The second part introduces the 1dea of the textile as

a living object, one which 1s brought to life at the
moment the first weft 1s laid 1n the warp, an act
assocliated linguistically with the advent of 1light. It

examines the structural orientation of the textile as 1ts
upper and lower or exterior and 1nterior faces each
transmit their 1ndividual message.

Textiles provide a woven 1diom and this section also
investigates the meaning oif quellgqa, a term adopted to
denote the western form of writing but which 1indigenous
usage applied in verbal form to the creation of
communicative design across a wide range ot the plastic

arts. Quellga does not, however, appear to be used

0

verbally with reference to weaving and suggestions are

J

made as to why. The overall lavout of a textile, the
juxtaposition of 1ts elements and the various symmetries

Lhey represent are used to organlise or phrase the
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communicative designs 1nto an easilyv recognisable and
memorable form.
The final chapter of this section examlines colour

combinations which appear to be of three principal KkKinds:

allqa, complementary colour opposites, k’isa, colour
gradations, and ch’imi, a mingling of dimunitive
quantities of contrasting colour. The animating energy or

l]life force of the textile, its cama, 1is contained in 1ts
light and colour, sama, and the rhyvthmic circulation of
this life force is ensured bv the careful combination of
colours and the tensions created Dbetween Chem. A
controlled and directed flow of energy 1s also necessary
for the maintenance of beneficial fortune or suerte, and
many of the indigenous terms for fortune relate to the
tvpes of colour combination through which a balance 1s
achieved. The semantics of colour termlinology suggest
that colours also contain elements of flavour and smell,
like the 1ngredients and arrangement of despachos for the
reestablishment or maintenance of suerte; those which
taste and smell sweet are used to make the communication
of the woven 1diom a persuasive ohe,

The third part of the thesis examines specitfic
elements of textile design, namelyv some of the many kinds
of stripe, and three ¢groups of woven f{figures; the latter
are drawn from amongst those woven 1in Bolivar and were
chosen because theyv suggest a 1link between present dayv
imagery and that of early colonial textiles. In both
cases the lconocsraphilc ﬁontent 1S similar; concepts
assocliated linguistically with the terminology of stripes

are graphically 1llustrated 1n the figured designs.
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These concepts are once agalin concerned wlth
definitions of space and time. The textile 1s one of a
number of 1nterchangeable objects any one of which can be

used metaphorically to provide a model of an Andean

COSMOS . These objects, which 1nclude the human frame, the
textile, the loom, the house, the patio and the village
square form a concentrically expanding series, whilst as

in the Winnebago svstems studied by Levi Strauss the
associations of their four corners express a simultaneous
diametric opposition. The textile centre 1s related to
its edges and textile terminology, like that of the house,
allows 1ts structure to express degrees of kinship\mkhﬂl
extend outwards {from an original ancestor through direct
male and female descent lines towards affinal KkKin. The
contrasting elements of a figured design such as the
serpent—-condor lends itself to comparable metaphoric
interpretation and also provides a model of the worlds of
above and below and the constant 1nteraction which takes
place between them.

Whilst 1 make some suggestions as to the derivation
of contemporary woven figures 1 do not 1n general attempt
to relate them to those of archaeoclogical textiles. Nor
do I 1ntend to suggest that the entire vocabulary 1s
pertinent to everyv weaving., Moreover my research
indicates that the structure and design of textiles are
used as a metaphor for the expression of kinship patterns;
an exploration of how these relate to actual webs of
kinship is bevond the scope of this study.

My reservations on the unsuilitability of using the

absolute contrast nature/culture when referring to
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different textile areas are set out 1n greater detail 1n
the introduction to Chapter 7, 11. The use of Levi1

Strauss’ opposition raw = natural/cooked = cultural 1s,

however, appropriate. Textiles become cultural objgects

when thev acquire colour through dyveing or ’cooking’.

Fven those textiles which do not 1incorporate dved colours
also undergo a process of transformation or evolution when
thev are "begun’ ; this beginning igs associated
linguistically with the introduction of 1light or colour
and has a similar significance to the cooking which
introduces colour artificially. When 1 write of the
textile having undergone a ’'soclalising’ or ’civilising’
process, whilst 1 place these terms within quotation
marks, I 1intend to indicate that theyv have been ’'worked

on’ or ’‘transformed’ in this wav.

Research in the field forms a si¢gnificant but not a
predominant part of this study. The fieldwork for this
thesis was undertaken in and around the village of Bolivar
during the period May 1986 to November 1986. I  had
alreadv visited the area during 1982 and 1983 and was,
therefore, familiar with the various stvles of weaving,
which unitiike those of Macha, Tarabuco, Calcha and
Charasani, have not, so far as 1 know, been the subject of
individual studyv.

I refer +to the modern literature on textiles for
comparison with myv own filndings. Studies which are of

particular relevance are those of Cereceda (Isluga),

Torrico (Macha ), Zorn (Macusani), Dransart (Socaire},
Arnold (agachaka), Si1lverman Proust (Pisac), Medl]lin

(Calcha) and Meisch (Tarabuco) as well as those of Gisbert
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and Pollard Rowe which cover a wider area. I refer to
Armstrong’s analvsis of content, arrancement and function
1n the despacho as these are 1n several respects
comparable to those of the textile. I also refer to those
studies relating to other areas oif Andean thought by
Platt, Harris, Martinez, and Bouvsse-Cassagne. I also
consulted the early 1lexicons of Holguin, Santo Tomas,
Ricardo, and Bertonio as well as the modern ones of Lira,
Lara and De Lucca.

Since 1986 Bolivia has undergone widespread economic
and political changes and myv use of the present tense can
only reflect the situation as 1 found 1t during the period

of mv fieldwork.

A linguist mav feel that the approach to language
taken 1n this thesis 18 1insufficiently formal. In 1ts
defence I would sav that an approach made strictly within
the bounds of conventional linguistic analvsls Seems
unsultable. The difficulties presented to such an

approach fall into two maln categdories.

1. Neilither Quechua nor Ayvmara were alphabetically
transcribed until the arrival of the Spaniards. This
means that an approach whilch attempts to show

relationships between the terms under discussion 1s at a
disadvantacge. In analyvsising terms from the early
lexicons we must relv on orthographic syvstems 1mposed by
non-native speakers; whilst the linguistic abilityv of
lexicographers such as Bertonio was notable, and h1is

orthographic svstem both sophisticated and painstakingly




adhered to, compilers were hampered by the transtformations
taking place at that time 1n the orthographic systems of
the Spanish language, as well as the unsuitability of the
Spanish syvstem for the accurate transcription of Aymara
and Quechua |see also Appendix|. Though, once again,
Bertonio and Holguin are careful to ¢give examples of
nuances of meaning, 1t should be remembered that the
ma jorityv of these early 1nvestigators were priests, and
the adoption of 1ndigenous vocabulary to translate
European religious concepts leaves us relyving not only on
the acoustic sensitivityv of the lexicographer but also on
his 1interpretation and to some extent on his personal
world view.

Apart from the varving orthographies of the
individual compllers, the attempt to establish
phonological links is further hampered bv the attempts of
(most notably) Bertonio and Santo Tomas to register
regional variants {(Mannheim 1988: 173). Bertonio worked
principally in the Lupaca area, but he frequently notes
variations used in Pacajes, and during his time in Potosi
he would have come 1n contact with Avmara speakers from
the entire Qollasuyu region (Albd sloume: x1ii)l.

It will be noted that 1 follow a similar practice 1n
including terms from the Andean area as a whole, rather
than from the Bolivar area alone. I also feel that
comparison of terms ACross the Quechua and Aymara
languacges 1s also Jjustifiable on the basis of a semantic
link; this is not intended to suggest that I see them as
related 1n the sense of being a proto-language. However,

as the analyvsis wi1ill show, Avmara and Quechua appear to
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have comparable metaphoric models of society and the
cosmos even where the terminology used to refer to these
models does not coincide.

When comparing terms from the lexicons 1t 1s also
difficult to ascertain whether or not one 1s dealing with
homonvms. Whilst 1n all cases 1 attempt to show a
justifiable semantic 1link, 1t should be remembered that
meanings which to the European mind are unrelated may, 1in
the Andean mode of thought, represent two facets of a
single concept.

A wvaluable contribution to the interpretation of
colonial writing svstems has been made by Mannheim. My
own approach to the assimilation of these problems 1s
outlined 1n the orthographical note which folliows this
introduction.

The second tyvpe of difficulty stems from the fact

that Quechua and Avmara are highly metaphoric and

rhetorical Jlanguages. My thesis 1s larded with the
phrases ’associated with’, ’related to’ and with
connotations of’. Writers from widely differing
disciplines (Armstrong lethnobotanyl, Randall
[linguistics], and Urton |ehtnoastronomy] to name but

three) recognise the holistic quality of the Andean world
view 1n which all elements are seen as 1nterconnected by
flows of energy.

An anecdote 1llustrating the unsuitabilityv of Quechua
as a written language 1s given by Randall : a native
speaking friend attempted to comply with his request to

translate an eight-word phrase, and after offering twelve

9

different renderings gave up, saving ’en el quechua todos
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tiene hartos sentidos, hartos. Todo depende. Pero lo que
quiere decir el quechua, eso no se puede escribir’
(Randall: 290).

Randall opposes the khipu svstem to that of
alphabetic writing, quoting a myvth recounted by Montesinos
in which Viracocha destroys a previously existing writing
svstem because ’'la causa de la pestilencia habian sido las
letras’ and instructing his subjects 1n future only to use
the khipu (op. ci1it. 290). Randall remarks how Andean
logic 1s non-lineal and based on the 1interconnection of
all the elements of the universe (op. cit. 291), so that
"para los Inkas cualquier interupcidon en el fluido [sic]
de energia a través del cosmos significaba no solamente
malestar espiritual, sino tambien sufrimiento fisico’ (op.
cit. 292); the Kkhipu was acceptable because 1nstead of
fragmenting 1information byv forcing 1t 1into linear form,
the threads are all connected to a central thread and
according to the reason for reading them these threads can
be omitted or read in different orders (op. cit. 291): ’el
significado se 1rradia desde el centro, v retorna a el’
(loc. ci1t.), an 1mage which Randall develops 1n his
discussion of palindromes (op. c¢cit. 283), and which can
also be related to textile design.

In her study of the historical meanings of quellqa,
which appears originally to have meant ’communicative
design’ [see Chapter 4 of this thesis] and which was
adopted to refer +to alphabetic writing when this was
introduced by the Spaniéh, Victoria de la Jara also

mentions the ’'sentidos despectivos’ attached to manv uses

of this term (op. cit. 22). She draws attention to the
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opposition between runa simi, ’'lenguage del hombre’, and
simi quellca?, ’lensguage escrito’ (op. cit. 23).

The studies of Randall and de la Jara both emphasise

the problem of relating speech and writing. In Chapter 4
I suggest that quellqa are communicative designs which
contain coded 1information relating to memory. Thev are

multifaceted metaphors which cannot transliate the written
word truthfullyvy or accurately but remain simi quellca,
which 1n this context could be translated as ’'figures of
speech’.

Both Quechua and Avmara exhibit numerous Kkinds of
play on words. Manv of these attempt to reduce the
barrier between sound and meaning. Apart from
onomatopoeia, in which sound mimics action [eg hach’iy, to
sheeze |, Mannhe1im distinguishes two tvpes, lexical
assocliation and sound 1magery, which he also calls sound
ikons (1991: 182)3.

In his discussion o©of the use of metatheses and
palindromes, which can be seen as another form of sound
b rng, o or 1Kkon, Randall suggests that the latter
'representan el fluvo de energia v fertilidad a traves del
cosmos’, whilet the former ’producen nuevos conceptos que

pueden dglosar sobre las formas en que el cosmos esta

construido’ {(op. cit. 285H).

In this respect metatheses and palindromes are
comparable to the riddle games which playv an 1mportant
part in the Andean child’s discoverv of language. The

riddle 1s Llike quellqa 1n having an 1mportant cognitive
function (Isbell and Roncalla: 10, It 1s used 1n

metaphor comprehension (op. cit. 46) and helps the child
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to ’investigate the semantic relationships relevant to
his/her culture’ (op. cit. 47).

Over half the rrddles collected bv Isbell and
Roncalla were based on sound correspondences (op. cit.
16 ) ; more complex riddles often denote reciprocal action

or continuous movement {loc. cit.) and enable Andean
children to recognise many kinds of dual opposition
comparable to those found in Andean textile designs.

An analogy between woven conventions and the literaryv
conventions of sacred texts has been made 1N the
Guatemalan case by Barbara and Dennis Tedlock. To compare
the written with the woven medium, or as the Tedlocks
express 1t, compare text and textile, does not seem an
anomaly 1n this context as such texts would have reflected
the patterns of oral tradition.

I draw similar analogies between spoken and woven
forms 1n the analvsis of metatheses and palindromes which
are also used primarily in ritual contexts (Randall: 285).

I also liken the poetic convention of kenning to the woven

convention of elaborating the edges of a basic design.

Orthographic note

In reported speech or dictionary definitions Spanish
words and phrases are placed within quotations marks,
Quechua and Aymara vocabulary are 1in bold tvpe; 1n the
body of the text the latter 1s used for all three
languaces. QYuechua and Ayvmara proper names, whether of
people or places, are not in bold tvpe, unless, as is the
case with Wari and Choquela their interpretation forms

part of a particular argument.
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Recause terms drawn from the early lexicons sometimes
show inconsistent orthography (Mannheim 1991: 136) 1 have
‘v all cases followed the practice of Xavier Albo (1988:
10) and retained that of the source. These variations are
noted individually in the text and my decision to ftreat

suuch entries as related 1s based on consistencies 1in theilr

meaning ; this 1is also mv basis §orr relating separate
entries such as callucha, "una trenca de cabello’

(Bertonio II: 341) and kalluchatha, ’trengar el cabello’
(Bertonio II: 45), where the definitions are sufficiently
close in meaning to suggest that the terms retflect
regional or historical variation. I also suggest
connections between terms which, whilst they cannot be
related strictly on the basis of their phonology, appear
to form part of the same semantic field; some of the ways
in which, in the Quechua and Aymara languages words are
nscsociated on a basis of their sound have been mentioned
in the paragraphs immediately preceding this note; the
levicon of Ludovico Bertonio contains various examples 1n

which the ’play on words’ amounts almost to synonymy

(Xavier Albé, personal communication quoted in Platt 1987 :

87 ).
T also sometimes relate Quechua and Avmara entries on
the bas1is of a csemantic link even where thelr

orthographies may differ | eg /ph/: llipﬁﬁﬁﬁtatha,

}

'relampaguear’, 1liphilliphi isi, ’'ropa de seda (Beftonio
”

I[T: 204), and /p/: 1llipiyan, ’'resplandecer relampagos’

l1lipipipic ppacha, ’ropa de seda’ (Holguin: 214)]. [ do

not attempt to 1indicate what the orthography would be

accordineg to the ’alfabeto Gnico’. However, where a term
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is still 1n current usage and 1s not quoted 1 wuse the

alfabeto {LrhM3’ adopted 1in Bolivia and Peru since 1983

(A1bO sriaqme: x1vi).
-t



Plate 1. Campesinas at the San Bartolomé

fiesta in Bolivar.



PART ONE: THE CONTEMPORARY CONTEXT

CHAPTER 1: CLOTHING AND IDENTITY

Introduction

Before undertaking an examination of how concepts of
time and space are organised 1n Andean textiles and 1n
thelr 1individual designs 1t seems relevant to mention
briefly how clothing Iln general performs a simllar
function.

For the purpose of discussing the different types of
dress I use the term campesino/a to refer to Quechua or
Avmara speakers who wear handmade, traditional clothing.
This 1is not intended to suggest that all campesinos do so0;
many 1in fact wear at least some articles of Western
clothing, or which are typical of the chola. By cholo or
chola I mean an 1intermediate group between campesino and
mestizo; members of +this ¢group have a knowledge of
Spanish, but prefer to speak an 1indigenous language. 1
also mention vecinos, bv whom I mean a Spanish speaking,
mainly provincial mestizo élite who regard themselves as
directly descended from the European families whose names
thev carryv. While thev usually have a knowledge of Aymara
or Quechua they use it only 1in speaking to those
considered their social 1ntferiors. Their western mode of
dress, referred to simply as vestido, 1s generally lacking
in identifving markers other than the general one of
class.

My reason for referring primarily to women 1n the

discussion which follows 1s that they tend generally to be



more conservative 1in their dress and so provide a better

example of each category than do the men.

TEXTILES AS TEMPORAL AND SPATIAL MARKLERS

1) Clothing and nakedness

Like face or body painting (Zuidema 1983a: 150)
clothing belongs to the ’social’ sphere (Zorn 1987a: 498),
and the wearing of 1t 1implies having taken part 1n a
process of socialisation; campesinos refer to those whose

textile designs or manner of dressing are distinct {from

their own as q’ala, naked, outside the recognisable bounds

of thelir socilety.

In Avmara ’'naked’ 1s either enkellavsa ([sic] or
isiulsa ( Bertonio 1: 181). Isi means 'vestido vy
qualquiera tela’ (Bertonio II: 182), wvisa 1s a suffix
meaning ’lacking in’. Bertonio has no entry for the

spelling enke, but inqui (op. cit.: 175) appears with the
meaning ’'fortuna buena o mala’. This meaning seems to be
related to that of enqa, which in the (Cusco area [see also
Chapter 6, Il1: (iti)] 1is ’el principio generador y vital

la fuente v el origen de la felicidad, el bienestar vy
la abundancia’ (Flores Ochoa 1976: 121). In spite of the
phonemic contrasts between qui and qa this semantic link

suggests that they may represent either dilalectal or

historical variliations.
, -
An 1nquilla haque 1s an hombre bueno, pacifico’
(Bertonio 11: 175), possessing soclal qualities which

contrast with those tyvpical of someocne 1living outside

societv such as the pampa haque (Bertonio II: 247). Thus

to be naked is not only to be outside or not to belong to



a social group, as 1is suggested by the use of q’ala, but
also to be lacking in vital energy, enqa, or the capacitly
to experience good and bad fortune, 1nqut.

In Quechua clothing is now spelt with a glottal,
p’acha, but in the early dictionaries (Santo Tomas: 333;
Ricardo: 66) 1t is written, like the term for earth, as
pachal» whilst Holguin (op. c¢it: 269-270) spells Dboth
terms both with and without a glottal.

Ricardo (op. cit.: 66 ) unites the meanings of

4 - i ]
clothing’' and of ’earth’, ’time, and ’place’ 1in the

single entry pacha, "tiempo, suelo, lugar, ropa,
vestidura’. A more ¢generally used term for earth or

ground, whether agricultural or the ’'ground’ of a textile,
1S Ppampa. In view of the association between earth and
clothing in the entries ppampatha, ’'cubrir con mucha ropa
o tierra’ (Bertonio I1[: 261), and panpacuni ’'cubrirse’
(Ricardo: 68), 1t is tempting to believe that the similar
connotations of pacha were 1ntentional rather than the
result of 1inconsistencies 1in orthography. | For further
parallels between wrapping 1in earth and 1n cloth see
Chapter 7, I1].

Pacha can also mean ’alba’ and includes concepts of
’newness’ oOr ’virginity: 1o entero, intacto, sano, no
quebrado, ni danado’ (Holguin: 269). These are meanings
also associated with two svnonvms of pampa as agricultural
or textile ground: puruma (Bertonio II: 278), and casi
(Bertonio I[1: 37).

Puruma 1s virgin ground or ground which has been left

fallow for a long period (Bertonio [I: 278): qasi1i {Zorn

1987: H510) 1s used 1n Macusani as an alternative to pampa,
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for the plain weave or 'ground’ of a textile. Casi, still
untouched ground or textile wrapping also contrasts to
enkel lavsa, naked, or ‘uncovered’ in 1ts meaning of
"'pacifico’ (Bertonio II1: 37).

An implication of 'potential’ i s recurrently
associated with textile as well as agricultural ground
| see Chapter 7, I11}. This potential 1s activated by the
advent of vital energy 1n the form ot 1light. Thus pacha,
already associated with earth and possibly with textile
covering, 1n being also associated with the presence of
light contrasts with the nakedness or 1lack of covering

which is enkellvsa, ’'lacking in potential energy’.

1ii) Clothing and language

Weaving techniques and woven figures still differ
wlidely from region to region so that dress defines the
area and tribal ¢group to which the wearer belongs. Much

further information is included 1n a garment’s variations

in weave and use of colour:

es todo un universo conceptual y simbolico que

'

csorprende por su riqueza: en el tejido se puede
leer a la vez la region de donde procede el

poseedor de la prenda, su riqueza, define su

grado de creatividad vy hasta los lazos que

mantiene con gente de otras comarcas (Harris &

Bouysse-Cassagne 1987: 12).

According to Guaman Poma (op. cit.: 3¢ ) 'por la causa
de la tierra por que esta tan dobladp v quebradas
torcieron las palabras v anci ay muchos trages v ayllo’.

It will be noted that 1n the quotation from Poma, as
in the social definitions attached to modern categories of

clothing, language 1s an 1nseparable adjunct of dress:

different palabras are associated with different trages,




and an alteration in stvle of dress implies an associated
change 1n language use.

The acgquisition of the power of speech, or language,
1S, li1ke the acqgqulisition of clothing, a mark of
soclalisation. The prehispanic Avmara sucullu or huampana
ritual in which a c¢child was {first admitted 1nto society
through a svmbolic act of facial painting [see Chapter 7,
Gen. Introduction]} was also the time when 1t was first
dressed in clothing distinctive of 1ts age and sex. In
the present dayvy a child likewise {first begins to wear
clothing distinctive to 1ts sex and community atfter
rutuchiy, first hair-cutting. This 1s usuallyv performed
when the child is first beginning to speak (Harris 1980:
[ D3 Dransart 1988 37, once agailn suggesting the

assoclation of clothing with languacge.

1ii) Clothing and definition of self

In anv societv a person’s clothing makes a statement
about how theyv perceive themselves and how they wish
others to perceive them, establishing definite {rontiers
between ’who vou are’ and ’who vou are not’.

The vpower of clothing to signitfy i1dentity 1n this way
1s not restricted to traditional dress, but applies also
to urban economic and social classes. The heavv, gathered
pollera, for example, 1s emblematic, distinguishim% the
chola {from the mestiza or vecina: according to an Aymara
speaking woman living 1in La Paz and making these skirts ;

the woman who wears the pollera has alwavs
maintained her dignitv both as a woman and as a
human be1lng. To this dav she does not waste

time on frivolous pursults, but rather shares
her efforts, her Jjovs and sorrows with her




husband. To be ’'de pollera’ means to live with
dignity (Yapita & Briggs: 96). |

Often the first question when speaking about a female
acquaintance whose soclal status has not yet been defined
is ’es de vestido o de pollera?’ Converselyv, this
information 1s offered when speaking of a family member.
A vyoung urban cholo, completely westernized 1n his own
dress, will say ’'mi senora es de pollera’; a city-bred
student will describe his mother as ’'de pollera’. This
single simple statement transmits a variety of information
about her age, upbringing, domestic and economic status

and attitude to the groups above and below her 1n the

socl1al scale.

iv) Clothing and transition

It 1s possible to change {from campesina to chola
clothing, and, although this 1s regarded as less socilally
acceptable by wvecinos, from <chola to vestida. These
observations are, of course, simplistic. Resistance to
change may reflect a deliberate adherence to campesina or
chola values. Once begun, the process of assimilation
from one categorv to another 1s as complex as any in the
British class svstem, and those attempting the transition

are frequently subjected to ridicule from the class to

which they aspire.

The change is usually made at one of sgseveral
transition polnts in the life cycle, when emerging from
babvhood to c¢hildhood, at. puberty, at marriacge, and

occasionally when a woman has fulfilled all possible

community obligations.




Fven when not accompanied by a change 1n the style of
dress, these moments of transition in a woman's life are
assoclated wilth the acquisition of new or newly
appropriate clothing. On Taquile babilies go bareheaded
until 'first hair cutting’ when theyv put on knitted woolen
hats, with vicuna coloured tips for the girls, with white
tips for the bovs. The anacacuy, ’'investidura del manto o
camison de mujeres’, took place at puberty (Poma: 259);
in Bolivar unmarried ¢girls first take part 1n the ritual
Todos Santos dances when they reach this age, and to mark

the occasion a cholita 1n myv adopted family was presented

with seven new polleras.

v ) Clothing and mediation

Attempts to change the defining boundaries by those
who are regarded as socially ’outside’ them 1s often
discouraged through ridicule. A campesina who first wears
the pollera when she comes to town as a servant and who
retains 1t when she goes 1into business on her own may be
spoken of bv other, longer established cholitas as ’'india
nomas ’ . Similarly a cholita who adopts western dress at
marriage 1s referred to dismissively by those who regard
themsel<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>