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Kas kisit60 toob selle tegijale leiva lauale? Studia Vernacula selleaastane num-
ber teemapealkirjaga ,,Leivanumber® keskendub professionaalsele kasitoole
minevikus ja tdnapdeval. Tdnapdeval on suhtumine viljavaatesse kisitooga
elatist teenida valdavalt viga skeptiline. Viga ausalt ja lahtises sonastuses vil-
jendab seda iiks Viljandi Kultuuriakadeemia parandtehnoloogia tudeng oma
tagasisides labitud ainele:
Kisitdo on tanaseks pdevaks surnud ning seda tasub vaid enda ja oma
lahedaste 16buks teha. Leiva teenimiseks on raske, aga voimalik kasi-
tood rakendada, kuid arvestades kasitoolise oskusi ei tasu kisitoolise
palk tema oskusi dra. Seega on méistlikum otsida mujal erialal méni
leivanumber, nagu nditeks filminduses, kus minu vanused noored teeni-
vad lihtsama t66ga kiitmnekordset palka ilma eriliste investeeringuteta.
(OIS, anoniiiimne tagasiside.)

Professionaliseerumise pikk protsess

Viimastel aastatel on rahvusliku kdsit66 osakond iithiskonna ja hariduse aren-
gutendentside survel sulandanud 6ppekavadesse {itha rohkem ettevotluse ja
tootearendusega seotud aineid (tootekujundus, turundus jm). Seetdttu on
kasvanud vajadus leida niisugusele tegevusele tdpsemaid paralleele minevi-
kust, mil esmatarvet rahuldanud kodukisitoo korval eksisteeris ka oskuste-
spetsiifiline teenuste pakkumine. Olid nendeks siis maakasitoolised voi esi-
mesed toostusilmingud, nagu villaveskid - igatahes on sellele tahule eesti
kasit6o ajaloost seni pooratud tihelepanu vaid moodaminnes. Sestap on vaja
see probleemidering selgemalt fookusse tuua.

Kisitoo ei ole tinapdeval ega ka minevikus olnud homogeenne. Lihemalt
uurides leidub selles maailmas védga erinevalt eesmirgistatud tegevusi ja
oskuste tasemeid. Kdesoleva ajakirja raames vaatame ajas tagasi, et uurida
mitmesuguseid kasitod professionaliseerumise ilminguid. Nii osutab Liisi
Joala oma artiklis nditeks, et sajanditepikkune manufaktuurse iseloomuga
tritkkikangaste tootmine on teenimatult jadnud tinapéevase tekstiilistoostuse
tritkikangaste varju.
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Eesti keeleruumis seostub kdsito6 mdiste praeguseni pigem koduse t66
voi hobiga. Lisaks on paljud meilgi laiemalt levinud puu- ja kiviehituse alased
oskused argiarusaama jargi mitte kasitoo, vaid lihtsalt tavaline meeste t06.
Nii sai ka 2008. aastal Mulgimaal 1dbi viidud meeskasito6-alase uuringu
Studia Vernacula koige esimeses koite sissejuhatuses kokku votta vormeliga:
»Naised teevad kisito6d, mehed teevad tood!“ (Parts 2009: 5-12; vt ka Rennu
2009: 83-107). Erinevalt Kesk-Euroopa riikidest, kus professionaalsel kasi-
toonduslikul tootmisel on sajanditepikkused traditsioonid, seostub Eesti
rahvuslik késitoopéarand seni enamasti kodukasitooga.

Siin lahtume kdsit66 moistest nii, nagu selle ,,Eesti keele seletava sona-
raamatu® definitsioonide alusel kinnitas TU VKA rahvusliku kisit66 osa-
konna juures tegutsev kasitooteaduse terminoloogia komisjon 29. april-
lil 2016. Selle kohaselt voib kdsitoo holmata eset, protsessi voi valdkonda.
Kisit66 on 1) toonduslik viiketootmine kasitsi; 2) kasitsi tehtav too; 3) kisitsi
valmistatud ese. Kdsitoo siinkirjutajate arusaamises ei ole piiratud kindlate
materjalide, tehnoloogiate voi soolise tddjaotusega.

Kui me mdistame kisitoolist kui inimest, kes oma to6st elatub, siis ole-
megi juba iihe jalaga professionaliseerumise maal. Siinses kontekstis tuleb
professionaliseerumist moista kui t66d, mida ei tehta pelgalt enda voi
oma perekonna vajadusteks, vaid mida tehakse tellimise peale teenusena.
Professionaliseerumisega kdivad tihtipeale kaasas seeriatootmist voimalda-
vad masinad, mis loovad voimekuse suuremate tellimuste teostamiseks.

Professionaalsel eesmargil toodetud esemete ja enda pere tarbeks tehtava
t06 vahel on teadvustamist vajav erinevus. Esmalt peab olema tehnoloogia
ja materjalide tundmine pluss vilumus; algse kdsit66 peensuste tundmine;
nende teadmiste ja oskuste pinnalt saab teha lihtsustuse, seeriatootmise ja
turunduse. Késit606 on siiani asendamatu ka néiteks prototiiipmudelite tege-
misel vdga erinevate valdkondade tarbeks.

Eestis on professionaalsest kasitoolisest vdiketootja ellujaamisvoimalusi
vaaginud avalikkuses néiteks Leisi Lapikoja omanik Maire Forsel. Tema kir-
jutised on tekitanud laialdast vastukaja, kuid {ihte head retsepti eduka kasi-
toolisena ainult oma oskustdost elatuda ei ole veel vilja méeldud.

Milline roll on kisitol siis praegu? Kas maailmas on veel kohta profes-
sionaalsel kisitool? Sellele kiisimusele on kahtlemata mitmeid vastuseid.
Toostusliku tootmise kulude optimeerimine on meid viinud tootmismahtude
pideva suurenemiseni. Samal ajal on olemas rida valdkondi, kus tootmise
kasv ei ole vajalik. Samuti on tootmise mitmekesistamise juures oluline roll
materjalide ja tehnoloogiate tundmisel, mis on just 6ppinud kasitoolise tuge-
vaim konkurentsiargument.
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Tanapéeva rahvusvaheline kisito6turg on professionaliseerumisprotsessis
tihtaegu nii eelis kui ka puudus. Ka seni traditsioonilised kasitoonduslikud
valdkonnad on koondunud teatud keskustesse, mille tootmise mahud ja
madalamad hinnad suretavad vilja vdikesed kohalikud tookojad. Heaks
nditeks on kirikutekstiilide ulatuslik valmistamine Poolas, mist6ttu
kohalikud vdiketootjad on sunnitud oma ettevotted sulgema. Samal ajal loob
rahvusvaheline virtuaalturg voimaluse igal meistril oma kaupu ilma erilise
vaevata turustada maailma teises otsas. Osava tegutsemise korral voib Eesti
metsatalus elava kisitoolise ostjaskond asuda mistahes maailma nurgas.

Pilk ajalukku

Nagu saame veenduda , Leivanumbrit® sisse juhatava tolkeartikli abiga, on
ka kasito6 moiste tdhendussisu viga otseselt seotud ajaloolise ja kultuurilise
kontekstiga.

Kisitoo professionaliseerumise teemalist mottevahetust on Eestis siiani
olnud suhteliselt vahe. Etnograafia-alases kirjanduses on kisit66 kui nahtus
olnud valdavalt seotud parisorise maarahva materiaalse kultuuriga. Eesti
linnakultuuris toimunud tsunftit66d on uurinud Kiillike Kaplinski ja Epp
Kangilaski. Maakasit6oliste kohta on senini kdige mahukam, kuid ménevérra
vahetuntud uurimus ,, Maakasito6lised Eestis 18. sajandil ja 19. sajandi algul®
(1975) Jiri Linnuse sulest. Linna- ja maakasit66 vaheliste seoste kohta kirjutab
Linnus (1975: 136): ,,18. sajandil vottis eesti rahvakultuur vastu mitmeid uusi
nihteid. Uheks oluliseks vahendajaks ja linnakultuuri elementide maale
toojaks olidki vabad kasitoolised.“

Linnus osutab, et kiilaithiskonnas on alati olnud ka vahesel méaral profes-
sionaalseid kasit6olisi: sepad, ehtemeistrid, ratsepad, kangrud jne. Neilt on
tellitud esemeid, mille valmistamine on lihtsale maaharijale olnud liiga kee-
ruline voi aegandudev. Kiila meistrile voidi tasuda ka muul moel kui rahas,
nditeks vilja voi vajamineva toormega. Kiila vois ka tihiselt palgata kisitoolisi,
nagu sepa (Linnus 1975: 202).

Kui aga kaevuda siigavamale, siis porkume taas kord professionaalsuse
madratlemise kriteeriumide vastu. Kuhu paigutada sel viljal maata saunikud,
kes enda elatamiseks osutasid kogukonna sees mond , kisitooteenust®, kuna
valdasid mond tehnikat piisavalt hasti, et selle kvaliteeti tunnustati teiste
poolt tellimuste sisseandmise vormis? Rahvardivaid puudutavates arhiivitea-
detes leidub sageli markeid selle kohta, kuidas nn Sauna-Marid kujunesid
teatud aladel nii meisterlikeks, et kiilaelanikud neid otseselt meistriteks hak-
kasid nimetama ja tagasid neile tellimuste kaudu téis kdhu ja sooja toa. Niisiis
oli tegu kogukonnasiseselt (suuliselt) reguleeritud kvaliteedikontrolliga, mis
erines oma olemuselt linnakdsitooliste tsunftidele esitatud rangete nouete,
piirangute, eksamite ja proovitodde siisteemist.
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Linnus jaotab eesti maakdsitoolised vaatlusalusel perioodil kolme suurde
rithma: vabad kasitoolised, moisakisitoolised ja kiilakdsitoolised. Kui vabade
kasitooliste puhul vois paljudel juhtudel olla tegemist vooramalastega (roots-
lased, venelased, sakslased, soomlased jt), siis moéisa- ja kiilakasitooliste
puhul oli tegemist paiksete eesti soost inimestega.

Moisa- ja kiilakésitooliste kohta moonab Linnus, et neid kahte rithma on
omavahel viga raske eristada: ,,Mois kasutas ulatuslikult ka kiilakasitooliste
oskusi, olgu need siis peremehed v6i vabadikud. [---] Méisalt saadud maa
eest tegid nad kutseto6d. Tihti on need mehed, vahemalt vakuraamatu alusel,
kandnud tavalisi koormisi. Vahel aga said nad méisalt koguni rahalist tasu.”
(Linnus 1975: 138.)

Koige arvukamaks vabade maakasitooliste rithmaks olid riide (kanga) ja
roivaste valmistajad — kangrud ja ritsepad (Linnus 1975: 75). Linnus (samas:
136) seostab lillkirja ja pikitriibuliste seelikute moe levikut eeskitt Pohja-
Eestis just suure hulga vabade kisito0dliste olemasoluga, kelle kaudu uuemad
maailmamoed maarahva sekka joudsid. Louna-Eestis, kus vabu kasitoolisi
oli vihem, jéid ka traditsioonilised roivad alalhoidlikumate vormide juurde.
Kuid on teada, et Louna-Eesti mdisates maksti monel pool viikest rahalist
hiivitust isegi vabadikest kisitoolistele. Moisakasitoolised tegid oma to6d
raha eest voi koormiste asendusena. Mdisas t66l olles olid kisitoolised moisa-
leival. Samuti vois mois anda kasitoolisele mone korvalameti — kortsmik,
metsavaht voi isegi moisakarjus. (Samas: 202.) Ajaloolane Ulrike Plath (2009:
91-98) osutab, et moisates elasid koos eri rahvustest ja seisustest inimesed,
kuid rahvuslik ajalookirjutus on enamasti eelistanud sellest seigast mooda
vaadata, kuna see ei sobi selgepiirilise arusaamaga ,,sakstest” ja ,matsidest®
Kasitoolised on kahtlemata iiks selles hamaralas esinevatest inimgruppidest.

Vabad kasitoolised olid uldiselt litkuvad, rinnates tellimustoid tehes
tihest paigast teise. Ehitust66d, mis on oma olemuselt hooajalise loomuga,
on pohjustanud ehitusmeistrite, puuseppade, tellisepdletajate jt ametimeeste
suure liikuvuse (Linnus 1975: 91).

Maakadsitoo arengu kohta iitleb Linnus (1975: 203) jargmist:

Kiilakdsitoo ja talupoegade koduse kisitoooskuse baasil tekkis Eestis
[vaadeldaval perioodil - toim.] mitmeid kodutéonduse keskusi, kus
talupojast meistermees valmistas esemeid juba miitigiks. Késit6oline
muutus nii viikekaubatootjaks. Eestis oli kodutoondus seotud peami-
selt puutooga ja selle kujunemisloost annab hea iilevaate A. Viires.
Samal ajal arenes kisitoé suurema diferentseerumise suunas - nii uute
kasitooliikide linnast maale kandumises kui ka maakasitooliste vdiksemas
hoivatuses pollutoodega. Palju oli ka vabadikest kasitoolisi, kes oma oskuste
abil teenisid nii elatist kui maksid koormisi. Vdikese ja keskmise suurusega
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moisate puhul oli tavaline, et oskustodde puhul kasutati rindmeistrite asemel
kohalikke kiilameistreid (Linnus 1975: 210).

Toostusrevolutsiooni tulemusena hoogsalt arenema hakanud vaiket6s-
tused levisid 19. sajandi teisel poolel iile Eesti. ,,Eesti ajaloo V koites kirjutab
ajaloolane Tiit Rosenberg: ,,19. sajandi algupoolel oli Eestis valdav kdsito6l ja
tehnilisel to6jaotusel rajanev manufaktuuritoostus. 1822. aasta paiku tegutses
siin 14 suuremat (t66lisi 15 ja enam) manufaktuuri tiilipi ettevotet, kus tootas
kokku 1092 inimest, arvestamata abitolisi.“ (Rosenberg 2010: 150.) Juhtival
kohal oli tekstiilitodstus, eriti kalevivabrikud, kuna nende toodangut vajas
sOjavagi.

Samuti on teada, et 20. sajandi alguseks oli Eestis peaaegu 100 villavabri-
kut, mis kergendasid seni peamiselt koduse to6na valminud tekstiilide toot-
mist ja viimistlemist. Kahtlemata ongi t60stuse areng iiks peamistest poh-
justest, mis taandas kdsitoé huvitegevuse valdkonda. Todstusrevolutsioon
suunas imber moétestama ka kisitoo rolli thiskonnas ja andma sellele uut
tahendussisu. Mingis mottes oleme sunnitud seda tegema ka tanapdeval: kui
noukogude ajal oli kaubanduse defitsiidi tottu kasitool hoopis teistsugune
roll, siis praegune globaliseerumine koos iiletootmisega annab kasitoole
enda kehtestamiseks teistsugused voimalused. Noukogude aeg jadb siinses
numbris vaatluse alt vdlja, aga sealgi on palju ponevat. Sellel teemal on huvi-
tav lugeda Veinika Vistriku Studia Vernacula 5. numbris ilmunud artiklit
l6imeripstehnikas porandakatetest, kus muuhulgas radgitakse sellest, kuidas
Avinurmes vaibakudumise abiga maju ehitati (Vastrik 2014: 47-68).

Kasitooalasele formaalharidusele pandi Eestis alus 19. sajandi 16pukiim-
nenditel, mil traditsiooniline maakdsit66 taandus masintootmise ja linlike
kasitootoodete konkurentsi moéjul. Elujérje ja elamistingimuste paranemine
16i eeldused ka kisitooharrastuse levikule ja uut moodi kursuste ja kooli-
tuste tekkimisele. Esimese eesti kdsitookooli avas 1880. aastal Carl Robert
Jakobsoni 6de Natalie Johanson-Péarna (1845-1915). See oli esimene eestlas-
tele moeldud, eestikeelse oppekeelega naiskasitookool, mis asus Tallinnas.
Koolis opetati juurdeldikust, dmblemist, tikkimist, varrastel kudumist,
kangakudumist, korvipunumist, kunstlillede valmistamist, nikerdamist, laas-
tudest ja papist esemete valmistamist (Kuma 1962: 9). Sellele jargnes ridamisi
késitookoole ja kursuseid Eesti eri paigus. Opetajad toodi esialgu enamasti
sisse Soomest, sest seal oli juba varem asutud kasitooopetajaid koolitama.
Hilisemat kisitooerialade koolituse teemat puudutatakse pogusalt siinse aja-
kirjanumbri kuldtikandi-teemalises artiklis.

1930. aastate keskpaiga arusaam ,,kdsit66“ kui moiste avarast ning ambi-
valentsest sisust avaneb omaaegses ,,Eesti Entsiiklopeedias® Seal antud defi-
nitsioon vairib pikemat tsiteerimist:
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Kisitoo, ok, laiemas mottes — tildse kasitsi tootamine lihtsate tooriistade
(mitte joumasinate) abil; kitsamas mottes — vaikekaitislik majandamine,
eriti tootmine, kus majanduslikult iseseisev ettevotja (meister), kui
koikide tootmisvahendite (tooriistade, materjalide jt.) omanik, to6tab
koos abilistega (sellide ja Opilastega) enam-vahem piiratud kohaliku
minemiala jaoks ja enamasti otsese tarbija tellimusel ilma vahendaja
(vaheltkaupleja) abita, harvemini ka turul miiiigiks. Majandusteaduses
puudub k. iildtunnustatud definitsioon, sest enamasti pole voimalik
tommata kindlat piiri k. ja tostuse vahele. (EE 1935: 20.)
Kisitoo majandusliku haardeala selgitusena margitakse samas artiklis, et
selle eritilesandeks on toota eeskitt individuaalsete tarvete rahuldamiseks
moeldud tooteid, isedranis sellised, mille puhul on olulised kvaliteet ja
kunstiline véddrtus, mida sageli ei ole voimalik saavutada masstootmise
abil. Késit6o voistluses suurtdostustega margitakse selliseid meetmeid
kui ithistegevus, ratsionaliseerimine, kutsehariduse taseme tdstmine ning
todetakse, et paljudes toondusharudes, nagu niiteks ,,...maalri, klaasisepa,
kullasepa, peenmehhaaniku, juuksuri, osalt ka rétsepa, sadulsepa, kingsepa
jt. aladel on k. ka tdnapiaeval asendamatu.“ (EE 1935: 20).
Kéesolevas ajakirjanumbris toome lugejateni hulga kidsit66 ja vaiket6os-
tuse piirialadelt parinevaid niiteid eri ajastutest, esitame materjali, mille pin-
nalt saab edaspidi hakata tegema suuremaid iildistusi.

swLeivanumbri® sisust

Nagu ikka, sisaldab Studia Vernacula kolme suuremat alajaotust: uurimus-
likud artiklid, praktikapeegel ja ringvaade. Esimese osa moodustavad pea-
asjalikult TU VKA pérandtehnoloogia magistrantuuris tehtud uurimistoode
tutvustused teadusartikli vormis. Algupérastele uurimustele loob konteksti
ja héddlestuse numbrit avav tolkeartikkel, seekord nn klassikaline tekst Stefan
Muthesiuselt, mis keskendub kisit66 moistele, mida omakorda aitab meie
kohapealsete oludega siduda sellele jargnev saatesona EKA teaduri Karin
Vicente’i sulest.

Praktikapeegel toob lugejateni arutlusi autorite poolt oma kdega ldbi
proovitud katsetustest parandtehnoloogia vallas. Ringvaates tutvustame meie
valdkonna jaoks olulisi raamatuid, siindmusi ja ettevotmisi.

Stefan Muthesiuse artikkel ,Handwerk/Kunsthandwerk® vordleb ajaloo-
lisel taustal eri professionaliseerumisastmega tehtud kasito6 kohta kaivaid
moisteid saksa ja inglise keeles. Artikli tolkimist pohjendab asjaolu, et ajaloo-
liselt on eesti kultuur olnud viga tihedates sisulistes seostes saksakeelse kul-
tuuriruumiga - viga paljud oskusto6d puudutavad méisted on oma algupa-
ralt just germaani paritolu. Tdnapéeval aga tegutseme valdavalt ingliskeelses
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maailmas, kus iile oma kultuuri piiride suhtlemiseks, enese teistele arusaa-
davaks tegemiseks ning kogemuste vordlemiseks kasutatakse eeskitt inglise
keelt.

Muthesius osutab, et kisit60 ja toostuse valdkonna eristamine ei ole ainult
terminoloogiline probleem, vaid see defineerib ka klassikuuluvust ja isegi
poliitilisi eelistusi. Tahtsuse ja huvituseta ei ole ka toode jaotamine ,,meeste“ ja
»haiste“ toddeks - levinud stereotiiiip selle kohta, et meestele sobib tehnoloo-
gilisi vahendeid kasutav t60, naistele aga ,,puhas“ kdsit60, on juuripidi samuti
kinni kasitoo sisu motestamisega tegelenud ajaloolistes diskussioonides.

Eestis on ajalooliselt viga tugev tarbekunsti traditsioon, mille métestami-
sega on tegelenud niiteks Helene Kuma, Erika Pedak, Kdrt Summatavet jt.
Karin Vicente’i saate-essee Muthesiuse artiklile kontekstualiseerib seal aru-
telu all olevaid moistevalju just kunsti ja tarbekunstiga seoses. See aitab meil
paremini positsioneerida ka Viljandi Kultuuriakadeemia rahvusliku késit66
osakonnas tehtavat t66d: mis see siis ikkagi on, mida me siin teeme? Kunst,
tarbekunst, kasitoo, oskusto6? Parandtehnoloogiad, parandoskused, paritud
oskused, omakultuur? Kuidas selles moisteragastikus mitte eksida? Kuidas
vdljenduda nii, et ka meie partnerid meist holpsasti aru saaksid?

Kvaliteet, tehnoloogia, disain, rahvapérasus — nii kdsit66 kui tarbekunst
laveerivad sageli nende moistete vahelistes hdmaralades. Muthesius 16petab
oma artikli kahe kiisimusega, millest teine on meie jaoks eriti relevantne: mil-
line saatus voiks oodata rikkalikke rahvuslikke ja piirkondlikke terminoloo-
giaid keelte {iha suurema globaliseerumise tingimustes?

Tapne motlemine ja véljendumine on 6nnestunud kommunikatsiooni
eeldus. Sestap on vdga oluline moelda tapseks ka oma emakeeles kasutata-
vad moisted. Seda suurt t66d on asunud tegema 2016. aastal algatatud kasi-
tooteaduse oskuskeele toimkond, mille tegemistest annab ringvaate rubriigis
tilevaate toimkonna aktiivne liige Marja-Leena Jaanus. Nonda saavad siinsete
kaante vahel kokku nii terminoloogia ajalugu kui selle tulevik. Selgeks raaki-
mist vajavast ainesest ei tohiks niipea nappust katte tulla.

Pohiartikleid on kaesolevas numbris kokku viis.

Margit Keeman annab oma artiklis iilevaate ajaloolistest Eesti aladel
kasutatud roivaste kaunistuselementidest tinulistest, nende kujundusest,
piirkondlikest sarnasustest voi erinevustest ja valmistamisviisidest ja mater-
jali koostisest. Tinuliste paiknemist roivastel ja tépset vdljandgemist saab vaid
aimata, sest tina ei sdili maapoues kuigi kaua. Nende olemasolu margivad
kangajadnustel tihti vaid tumedad plekid véi tina jidnused. Tinuliste vilis-
ilmet on siiski voimalik rekonstrueerida, kuna nende valamiseks kasutatud
kivivorme on rohkelt sdilinud. Valuvormide valukanaleid ja kuju analiii-
sides saab ettekujutuse ka tinuliste valmistamise tehnoloogiast. Tinuliste
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valmistamist on uuritud suhteliselt vahe, kuid eeldatakse, et neid tehti ena-
masti vajalikes kogustes ise. Tinuliste valamine oli kindlasti jdukohane t66
ka naistele: tehnoloogia on suhteliselt lihtne, see ei eelda fiiiisilist joudu ega
eriteadmisi ning protsessi on voimalik 1abi viia kodumajapidamises. Samal
ajal oli tinuliste valmistamine juba tuhat aastat tagasi teatavate viiketoon-
duslike joontega - iihel réivakomplektil vois tinulisi olla kiimnete, kui mitte
sadade kaupa.

Liisi Joala artikkel , Kodukootud kangaid vaarindades. Robert Natuse
auruwdrwimise wabrik Viljandis aastatel 1883-1941° radgib Eesti tekstiiliaja-
loos seni {isna vihe uurimishuvi palvinud néhtusest, nagu seda on koduka-
sitd0 ja suurtdostuse vahele jadv kisitooettevotluse vorm — organiseeritud
vdiketootmine moodsa masinapargi abil. Sakslasest meister Robert Natus
tabas iget nooti, kui tuli moéttele hakata pakkuma kangaste vadrindamisega
seotud teenuseid. Natuse to0kojas tegeleti kangaste varvimisega Saksamaalt
imporditud siinteetiliste varvipulbritega (sh oli kasutusel ka siinteetiline
indigo - Indanthren), pakutriikkimise ehk iluvdrvimisega, vanutamisega,
$eerimisega ja pressimisega, nii et tema juures toddelda lastud kodukootud
kangad ei jadnud oma viimistluselt kudumisvabrikutes toodetutele sugugi
alla. Natuse vabriku keskus asus Viljandis Tartu tdnaval ja parematel aegadel
oli sel koguni 46 kogumispunkti iile Eesti, olles sellega suureparane ndide
ettevotlikkusvoimekusest. Sel alal tegutsejaid oli Viljandis teisigi, mis niitab,
et noudlus pidi jérelikult piisav olema. Kahjuks ei suutnud viikeettevotted
16puks enam konkureerida suurvabrikutega, muutudes lihtsalt pesumajadeks.

Liisi Joala artikkel on paeluv lugemine kisit66 professionaliseerumise
ajaloost ja iiks esimesi sellesuunalistest uurimustest, mis laiendab meie aru-
saamu varasemast rahvakultuurist moéttega, et ka masinate kaasabil kaunis-
tatud esemed ei jaa selle piiridest vélja. Nii, nagu olid rahva seas viga popu-
laarsed igasugused ostukaubad, nii oli ka teenuste tarbimine tehnoloogilise
progressiga kaasaminemise niiteks, vaesemal rahval ka oma ainelise staatuse
tostmise voimaluseks. Kel huvi sellesse teemasse pohjalikumalt siitivida,
saab lugeda Liisi Joala samateemalist magistritood, mis on kittesaadav Tartu
Ulikooli raamatukogu digitaalarhiivi kaudu.

Liliana Bristol heidab oma artiklis Kaarli kiriku 1937. aastast parineva
valge altarikatte valmistamise tehnika rekonstrueerimisest valgust Eesti 20.
sajandi kuldtikandi traditsioonile. Vaatamata sellele, et Eesti rahvaréivastel
on kasutatud teatud kuldtikandi-elemente, on see tehnika hakanud levima
siin alles tdnu 1930. aastatel Riiklikus Kunsttéostuskoolis ldbi viidud
kursustele ja tiksikutele professionaalsetele meistritele. Kuldtikand kui kallist
algmaterjali ja erilisi meistrioskuseid vajav tehnika on olnud peamiselt
kutseliste kdsitooliste pirusmaa. Seda toetab ka selle ajalooline tellijaskond -
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kuldtikandi kasutajateks Eestis on olnud eeskitt vaimse ja fiiiisilise vée
esindajad: kirik ja sojavégi.

Kindlasti ei saa kuldtikandit pidada kohalikus kontekstis parandtehnoloo-
giaks: selle oskuse levik siin on teadaolevalt liiga pogus. Kiill aga voimaldab
selline tehnoloogia rekonstrueerimine moista paremini selle kasutusele-
tuleku tausta ning pohjuseid. Kuningliku tikandina on kuldsetele motiividel
kahtlemata oma koht tinapdeva kdrgmoes ja ka rituaalsetel tekstiilidel. Tanu
mitmemootmelisele keerukale valmistamistehnikale on inimese kisi selle
juures siiani asendamatu.

Mooblirestauraator Kristjan Bachman uurib Ruhnu kaunistustega aida-
kappide nditel, kas esemete valmistamise tehnoloogiat lihedalt vaadates
saab tuvastada, kes voisid olla selle autorid. Kas Ruhnu viikest kogukonda
voisid oskusliku tisleritooga varustada iiks-kaks meistrit voi tegid ithevorra
peent puutddd koik saarel elanud talupojad? Kui autor jéreldab, et ,,moobli
meistrid vdisid olla kas samad isikud voi siis kasutada samu to0riistu®, siis
kas see sunnib meid kuidagi iimber moétestama ,,rahvaparase puutdonduse®
moistesisu? Autor uurib ka puutdoriistadele tehtud peremirke, mis néitavad
tooriistade kuuluvust kohalikele taluperedele. Uhene seos talu, tooriista ja
mooblikaunistuste vahel ilmneb ainult Korsi talu puhul. Ometi ei pruugi
Ruhnu alles jadnud tooriistad anda ammendavat pilti sellest, millistes talu-
des millist laadi puutdoga tegeleti (néditeks mérgib autor, et tal ei 6nnestunud
saarelt leida ithtki vana peitlit, mis on ometi puut66 tegemise juures iiks vaja-
likumaid t60riistu). Ruhnu moobli stiilikdsitluse uurimisel on edaspidi vaja
kindlasti laiendada vaatlusala Ruhnu saarest viljapoole, otsides paralleele nii
Rootsi kui rannarootsi materiaalsest kultuurist.

Mari-Lii Hirsik kisitleb Eesti arheoloogilisest leiuainesest périnevaid
nahkkotte ja -kukruid. Esialgu tekitab autor ainult ainekogumi, loetleb ja
iseloomustab lithidalt seni tuvastatud leide. See omakorda loob hulga edasisi
perspektiive, eriti selle esemeliigi tehnoloogiliste isedrasuste uurimiseks.
Keskaegses leiumaterjalis leiduvate jaarakotist kukrute juures on ara kasutatud
naha looduslik vorm, mis voimaldas vdikese vaevaga saada vastupidava
kukru, mille puhul ei olnud karta, et see dmblustest rebeneb, kuna dmblusi
lihtsalt ei olegi. Asjaolu, et keerukamad kukrud ja kotid on olnud kaunistatud
naharibade ja dekoratiivsete auguridadega, viitab sellele, et neid voisid val-
mistada juba nahatdoéle spetsialiseerunud meistrid, mitte iga mees kodus ise.

Praktikapeegli avaartikkel Triin Hellatilt moodustab temaatilise silla
eelneva nahkesemeid Kkisitleva kirjutisega, kuid keskendub ménevoérra
uuemale ainesele — nahast tubakakottidele.

See, mida kultuurist muuseumitesse kogutakse ja mille abil minevikku
maletama jaddakse, soltub paljudest faktoritest. Elatud rahvakultuurist
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luuakse piiratud valik kultuurisimboleid, muu heidetakse korvale ja unus-
tatakse. Uks niisugune varjusurmas olnud esemeliik on nahast tubakakotid.
Need esemed pole laias avalikkuses kuigivord tuntud ega kuulu nt aksessuaa-
ridena rahvardivaste juurde; ka teaduslik huvi nende kirjeldamise vastu on
olnud napp.

Materiaalse rahvakultuuri taasavastamise kontekstis saavad ka varem
viahetdhtsaks peetud esemed ning t6ovotted uue elu. Juba ainuiiksi see, et
midagi on muuseumikogus olemas, tagab talle uute pélvkondade jaoks
aktuaalsuse. Isegi, kui ese on kasutusest taandunud ning selle valmistamise
padevus on katkenud, on see alati potentsiaalselt vaid varjusurm: alati on
voimalik, et keegi poordub eseme juurde tagasi ning leiab sellele tdhenduse
ja funktsiooni uues kontekstis. Kdesolev artikkel mitte ainult ei tdida liinka
uurimisloos, vaid unustatule tahelepanu tommates panustab ka praktiliselt
nahat60 taaselustamisse.

Ulle Palumets uurib oma artiklis linase sirgi tihendusi ja nende tekkimise
mehhanisme. Rahvaroivasargi tahenduskihte loovad nii ajastuomane kultuuri-
kontekst, ese oma materiaalsuses kui ka tema funktsioon - olgu siis kantava
riideesemena v6i muuseumieksponaadina, mida palja kdega puudutadagi
ei tohi.

Linase sdrgi d6mblemine tundub pealtndha lihtne {ilesanne - kuid siingi
niaeme, et on oluline vahe, kas ese valmib sdna otseses maottes kisitdona voi
rakendatakse selle loomisel niitidisaegseid tehnoloogiaid ning matemaatilis-
tel arvutustel pohinevaid 16ikeid, mis tihelt poolt suurendavad réiva kandja-
sobralikkust, teisalt aga oleksid tilem66dunud sajandil lapsesargi dmblejale
jadnud lihtsalt kdttesaamatuks. Nédeme, et kisitsi ja masinaga dmmeldud
sark erinevad teineteisest isegi siis, kui eeskujuks on olnud iiks ja sama ese.
Lopptulemust mojutavad nii valmistamisviis, sellele kulunud aeg kui ka t66
tegemise eesmirk. Teadlikult iiles ehitatud katse toel ei ole see tulemus enam
triviaalne tddemus, vaid tiiesti ,,tdenduspohine — kui kasutada moesona —
juhtumianaliiiis, mille sarnast meie varasemates sérgile keskenduvates rahva-
roivauurimustes ei leidu. Nii saavutame ka tehnoloogiapohise arusaama sel-
lest, kuidas erinevad omavahel arhailine kodukasito6 ning selle tdnapaeva
toodud vasted.

Praktikapeegli 16petuseks annab Markus Pau oma kaastdés iilevaate TU
VKA rahvusliku ehituse 16put6ona valminud lubikanepitarindist ning lubi-
kanepi omadustest ja kasutamispotentsiaalist tildisemalt. Lubikanepi kui ehi-
tus- ja soojustusmaterjali vdimalusi konkureerida todstuslikult toodetavate
ehitusmaterjalidega ei ole seni ulatuslikult testitud, kuid oma keskkonna-
sobralikkuse ning soojapidavuse tottu on lubikanepil kindlasti potentsiaali
leida koht séddstlikke lahendusi pooldavate ehitajate arsenalis. Edasised
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katsetused materjaliga peavad andma vastuse selle sobivuse kohta meie klii-
masse. Pae- ja maakiviseinte soojustamine lubikanepiseguga annaks voima-
luse siilitada omaaegsete ehitusmeistrite t66d niitidisaegsete vaiketoondus-
like lahenduste abiga.

Numbri 16petab ,,Ringvaate® rubriik, mille juhatab sisse Helen Kistiku
tilevaade ,Kasitsi tehtud heaolu - iihesope kidsito6 ja hoolekande iithen-
damiseks“ (Handmade Wellbeing) projektist. Hoolekandeasutustes elavate
inimeste elukvaliteedi tostmine kasitooga seotud tegevuste kaudu toi
projekti ,,Erasmus plus“ kaudu kokku Eesti, Soome, Austria ja Suurbritannia
kasitoolised, kunstnikud ja koolitajad, et proovida ldbi eakatele sobivaid
kaelise tegevuse vorme ning vahetada sellealaseid kogemusi. Eestis on
selliseid teadmisi siiani olnud napilt. Uhe todemusena v6ib vilja tuua, et
kindlasti tuleb arvestada sellega, millist kultuurilist rolli on kisit66 varem
the voi teise piirkonna eakate elus tditnud, kuna see loob eelhdilestuse ka
hoolekandeasutustes 1abi viidavates tegevustes osalemisele. Samuti peavad
oma eelhdilestustest teadlikud olema opitubade labiviijad ise.

TU VKA pirandtehnoloogia magistrant Marja-Leena Jaanus annab iile-
vaate osakonna juures tegutsemist alustanud kasito6terminoloogia komisjoni
esimesest to0aastast. Toopold on suur ja igal aastal toovad uued magistrit6od
defineerimist vajavaid oskussonu juurde.

Kristjan Sisa kirjutab soome kunstniku ja filosoofi Jyrki Siukoneni raama-
tust ,Vasar ja vaikus. Lithike sissejuhatus tooriistade filosoofiasse®, mille tolke
eesti keelde avaldas mé6dunud aastal Eesti Kunstiakadeemia kirjastus. See on
oluline ja harva kasitletud teemal - kaelisest eneseviljendusest - kirjutatud
raamat, mis eritleb kielise t66 oskusi ja filosoofilist métlemist kombineerides
seda, kuidas toimub oma kitega kunstiesemeid loova kunstniku t6dprotsess.

Rubriigi 16petab kolmest arvamusest koosnev moéttevahetus Tiina Jiirgeni
koostatud teose ,,Mulgi rahvaréivad® teemadel, kus sona votavad Eesti Rahva
Muuseumi teadur Ellen Virv, rahvardivaste valmistaja ja TU VKA dppejoud
Inna Raud ning mulgi kultuuri alalhoidja Andres Réigas. Igaiihe vaatenurk
erineb pisut teistest, seda nii kirjutaja rolli tottu kui ka vastavalt sellele, mida
teoselt oodatakse: kas etnograafilist tildistust, praktilisi ndpuniiteid esemete
valmistamiseks voi Mulgi identiteedi iildist toetamist. Voime Gelda, et siin
on tegemist sellesama kasitsi loodud maailmade loomise ja méistmise
fenomeniga, millest, kiill teisi nditeid kasutades, kirjutab ka Jyrki Siukonen.

Lopetuseks: professionaliseerumise protsesside motestamine aitab
aru saada kisitoo rollist tanapéeval ja sellest, kuhu ta edasi voiks areneda.
Matiskleminekéeliste oskuste kohadiile tinapdeva maailmasannab perspektiivi
nii tegevkasitoolistele kui ka neile, kes alles opivad. Mida tdhendab olla
professionaalne kisito6line? Arutelu jatkub nii Studia Vernacula kdesolevas
kui ka tulevastes numbrites.
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Introduction: Breadwinner

Kadri Tiiiir, Ave Matsin, Kristi Joeste, Madis Rennu,
Helen Kastik, Eilve Manglus

Can a craftsperson also be a breadwinner? The current issue of Studia
Vernacula, entitled “Leivanumber/Breadwinner® addresses this question, in
both its past and present aspects. Nowadays, the prospect of earning a living
from handicraft is generally met with great scepticism. A student of Viljandi
Culture Academy expressed this feeling in a remarkably straightforward
manner in his feedback on a mandatory course:
Handicraft is already dead and now is worth engaging in only for the
sake of one’s own pleasure. It is possible, albeit difficult, to work at a
craft with the aim of being a breadwinner for one’s family, but the pre-
sumable income is way too small in comparison with the special skills it
demands. Thus, it makes more sense to earn a living in some other field,
like the media or film industries, where people of my age can earn ten
times more than they can with crafts, and with less skill and less invest-
ments too. (Study Information System, anonymous course evaluation
feedback.)

The long journey to professionalisation
In recent times, the Department of Native Crafts has introduced more and
more courses to the curricula related to product development, such as prod-
uct design, marketing, etc., to meet the needs of society and the trends in
educational development. This has also necessitated looking back at history,
in order to find parallels from the past to the current situation when market-
based exchange of handicraft goods existed parallel to private craft-making
for one’s family’s needs. Some examples of this were found from among the
rural craftspeople and some were found in the first small manufactures to
emerge, such as textile factories; one thing is clear however - this aspect of
Estonian vernacular culture has been addressed only sporadically so far. The
topic certainly deserves further attention.

Handicraft is not a homogenous field, nor has it been so in the past. When
we take a closer look, we find different levels of skill and different aims under-
lying craft activities. In this issue of the journal, we look into the history of

Tiitir, Kadri, Matsin, Ave, Joeste, Kristi, Rennu, Madis, Késtik, Helen, Manglus, Eilve 2017. Introduction:
Breadwinner. — Leivanumber. Studia Vernacula 8, 28-41.



Introduction 29

Estonian crafts in order to trace its professionalisation. Liisi Joala in her
article focuses on the centuries-old tradition of dyeing homespun textiles at
small dye houses that existed alongside the use of manufactured fabrics, and
suggests that though it is little known, it deserves wider recognition.

In Estonian, the notion of ‘handicraft’ is intuitively associated with the
notion of domestic work or hobby. Moreover, the traditional woodworking
and stoneworking skills are not regarded as crafts, but as “regular work®
The results of a survey carried out in 2008 about crafts practiced by men in
Viljandi County were presented in the very first issue of Studia Vernacula,
where the interviewees’ responses could be summarised as follows: “Women
do handicraft, men work!“ (Parts 2009: 11; see also Rennu 2009: 104-105).
Unlike in the regions of Central Europe with long traditions of small-
scale manufacture, the corresponding heritage in Estonia is stereotypically
regarded as a private activity.

Here, we are working from the definition of ‘handicraft’ established by
the Committee of Specialised Terminologies in Craft Studies on the 29™ of
April, 2016. According to this definition, handicraft can encompass an item,
a process, or a field of activity. Handicraft is 1) the small-scale production of
goods by hand; 2) work done without industrial equipment; 3) the product
of such work. Handicraft, as we understand the term, is not limited to certain
materials or technologies, nor to a gender-based division of labour.

As soon as we regard a craftsperson as a breadwinner, we already enter
the field of professionalisation. In the present context, professionalisation is
understood as work that is done not only for satisfying one’s personal needs
or those of one’s family, but as specialised work that is ordered from a skilled
person. The professionalisation process usually brings in its wake the need
for equipment that facilitates serial production and creates the capacity for
meeting larger orders.

There is a qualitative difference in items produced as a result of profes-
sionalisation and items that are made for one’s personal needs. In the case of
the former, some knowledge of the materials involved and some experience
in handling them is required, as well as a detailed understanding of the origi-
nal handicraft production. On the basis of such experience, knowledge and
skill, it is possible to make the necessary simplifications that in turn facilitate
any subsequent serial production and marketing of an item of professional
handicraft. Furthermore, handicraft is indispensable in many different fields
up to this day to the creation of prototype models.

In Estonia, Maire Forsel, the owner of the Leisi Quilt Workshop, has pub-
licly discussed the chances a craftsperson has at surviving as a breadwin-
ner. Her writings have had a wide resonance among local craftspeople, but
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no single recipe for successfully earning one’s living from handicraft has yet
been found.

What is the role of handicraft in contemporary world then? Is there still a
place for professional handicraft in the globalised marketplace? There are sev-
eral possible answers. The optimisation of costs in industrial production has
driven a general increase in the amount of goods produced. At the same time
in many spheres, increases in production are not necessary. Furthermore, if
our aim is the diversification of the production of material goods, knowledge
of traditional materials and technologies is essential, and this knowledge is
exactly the strong point of professional craftspeople.

The contemporary international craft market is an obstacle, as well as a
driving force, for the development of professional handicraft. Many tradi-
tional fields of handicraft which were formerly run on a local basis have had
to yield to bigger centres which outperform the small-scale producers in their
outputs and prices. A good example is the church textiles industry in Poland
which has outsourced many small specialised workshops. On the other hand,
an international virtual market creates the possibility of selling one’s craft
regardless of the original place of its production. Resourcefulness might result
in a situation when the consumers of certain handicraft items live all over the
world, but the products themselves are made in remote Estonian forests.

A glimpse into history

Astheintroductoryarticle to Breadwinnerissue, “Handwerk/Kunsthandwerk®
suggests, that what is meant by ‘handicraft’ strongly depends on the
historical and cultural context. There has been only little discussion about
the professionalisation of handicraft in Estonia so far. In the ethnographic
literature, handicraft has normally been associated with the material culture
of the local rural population who lived in conditions of serfdom. Craft
guilds in Estonian towns have been studied by Kiillike Kaplinski and Epp
Kangilaski. A general historical overview of the activities of both rural and
urban craft-makers has been provided in the book series “Estonian history*
I-V. One of the most substantial, although perhaps undeservedly little-
known monographs about rural craftspeople in Estonian dates from 1975,
namely Jiri Linnus’ “Rural Craftspeople in Estonia during the Eighteenth
and Nineteenth Centuries® Linnus (1975: 136) writes, “In the eighteenth
century, Estonian folk culture adapted a number of new features. Craftsmen
who freely moved around the countryside, served as important conveyors of
these transformations.”

> <

Linnus points out that village society has always included a small number
of professional craftspeople: blacksmiths, jewellery-makers, tailors, weavers,
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etc. Items that were too complicated or too time-consuming to be made by
the peasants themselves were ordered from specialised craftspeople. Village
masters could be paid not only in the form of cash, but also in grain or in the
raw materials necessary for their trade. Some craftsmen, such as blacksmith,
could be hired communally by the whole village.

When we delve deeper into this topic, we encounter the need to define the
criteria of professionality once again. For example, where should we place the
landless cottagers who earned their living by being sufficiently skilled to offer
some handicraft “services” to their community? The quality of their work
was measured in the number of orders that they received. In archival sources
touching on folk costumes, we often encounter evidence about poor cottage
dwellers, mainly unmarried women, whose handicraft skills earned them the
title of a ‘master, as well as evidence about orders, food, and firewood. This
speaks of communal, word-of-mouth quality control which was profoundly
different from the system of strict rules, requirements, limits, exams and test
works that applied in town guilds.

Linnus in his monograph divided rural craftspeople into three big groups:
free craftsmen, manor craftsmen, and village craftsmen. Free craftsmen
were often foreigners, such as Swedes, Russians, Germans, Finns, etc., but
the other two groups were comprised from the local sedentary Estonian
population. Linnus admits that it is difficult to distinguish between the latter
two groups: “Manors made extensive use of the skills of village craftsmen, be
those farmers or landless peasants. [---] They worked for the land that the
manor had granted to their use. Often those men had to pay rent, like all the
other peasants. But sometimes they even received money for their services
from the manor.“ (Linnus 1975: 138.)

The most numerous group of rural craftsmen comprised people engaged
in textile work — weavers and tailors (Linnus 1975: 75). He (ibid: 136) asso-
ciates the spread of flower patterns and striped skirts in Northern Estonia
with the relatively high number of free craftsmen, who acted as mediators of
world fashion to the local population. In Southern Estonia there were fewer
free craftsmen, and the folk costumes remained more archaic for longer. At
the same time, it is known that local landless peasants were occasionally
paid for their handicraft at Southern Estonian manors. Furthermore, those
craftspeople who stayed in the manors were paid for their work or else their
production was received in the place of regular rent. When a craftsman worked
at a manor, he also received food and shelter there. Manor owners sometimes
also assigned craftsmen to some additional job positions, such as innkeeper,
forester, or even herdsman (ibid: 202). Historian Ulrike Plath (2009: 91-98)
has pointed out that the people who lived in manors actually came from
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different ethnic groups and classes. Nation-centred history writing has
preferred not to address this issue as it does not conform to the clear division
between “masters” and “serfs“. Craftspeople certainly belong to this confusing
“grey area"“.

Free craftsmen were relatively mobile, travelling from place to place where
their services were needed. Construction works that in our climate were of
seasonal nature, led to the great mobility of builders, carpenters, brickmak-
ers, etc. (Linnus 1975: 91). On the development of rural crafts, Linnus (1975:
203) remarks:

Several small manufactures emerged [during this period - ed.] where
local people produced goods for sale, based on the skills of rural crafts-
men and peasants. A craftsman became a manufacturer. In Estonia,
small manufactures emerged mainly in the area of woodworking and
this development has been well studied by A. Viires.
Simultaneously, crafts became more distinct from other means of subsist-
ence — rural craftspeople became less engaged in agriculture; new branches
of crafts found their way from the towns to countryside. The number of land-
less rural craftspeople who earned their living and paid rent by means of their
skills increased. In the case of small and middle-sized manors, it was com-
mon that the services of local craftspeople were used instead of those of the
travelling masters (Linnus 1975: 210).

Small manufactures started to develop in association with the industrial
revolution, and they spread all over Estonia during the second half of the
nineteenth century. Historian Tiit Rosenberg writes in the fifth volume of
“Estonian History“: “In the beginning of the nineteenth century, handicraft-
based manufactures that relied on the division of labour spread all over
Estonia. Around 1822, there were 14 bigger manufacture-type enterprises
(with 15 or more workers) in Estonia where altogether 1092 people worked
(taking into account only workers, but not assistants).“ (Rosenberg 2010: 150.)
Textile manufactures, especially woollen broadcloth factories, prospered, as
the Army needed their products.

It is also known that by the beginning of the 20th century, there were
almost one hundred wool factories in Estonia that facilitated production and
processing of homespun woollen cloth. Industrial development is one of the
causes that led to handicraft declining to the position of a mere hobby. The
Industrial Revolution changed the role of handicraft in society and gave it a
new meaning. In a way, we need to seek for a new meaning of handicraft today,
too. Under the conditions of the general deficit of goods characteristic of the
Soviet economy, handicraft had a fundamentally different position in society
than it does today. Nowadays, global capitalism together with overproduction
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present handicraft with fresh means for establishing itself. The Soviet period
remains beyond the scope of the present issue, but there is much to be studied
in this period too. We recommend Veinika Vastrik’s article on rep weave floor
coverings in the fifth issue of Studia Vernacula where, in addition to other
things, we learn how money for construction of new houses was earned by
(illegal) domestic rug weaving (see Vastrik 2014: 47-68).
Formal education in the field of handicraft was established at the end of
the nineteenth century, as traditional rural handicraft receded, to be replaced
by industrial production and craft products manufactured in the cities. The
living conditions of Estonians improved and their economic possibilities
widened, which in turn brought along the possibility of engaging in handicraft
as a hobby, as well as the creation of several courses and adult educational
possibilities for the learning of different crafts. The first Estonian handicraft
school was established in 1880 by Natalie Johanson-Parna (1845-1915), sister
of the leader of the national awakening movement, Carl Robert Jakobson.
The school was located in Tallinn and it was the first Estonian-language
educational institution for local girls in the field of handicraft. Tailoring and
cutting, embroidery, knitting, weaving, basket-making, woodcarving, the
making of paper flowers and chipwood items were taught at the school (Kuma
1962: 9). The example set by this school was followed in the form of several
handicraft schools and courses all over Estonia. Initially, teachers were invited
from Finland where the handicraft education system had been established
earlier. The topic of craft education during the first Estonian republic is briefly
touched upon in the article about goldwork embroidery in the present issue.
In the middle of 1930s, the notion of ‘handicraft’ had a relatively wide
and ambivalent meaning. The relevant entry in the “Estonian Encyclopaedia®
illustrates the situation well:
Handicraft, (economy), in a wide sense — work done with one’s hands,
using only the basic tools (excluding engines); in a narrow sense —
small-scale manufacturing, especially the form of production where an
economically independent enterpreneur (master) who is the owner of
all the means of production (tools, materials, etc.) works together with
his assistants (apprentices and students) for limited regional demand;
the production is sold directly to the person who orders it (without the
help of commission merchants), less frequently at a market. In eco-
nomic studies, a precise definition of handicraft is lacking because the
borderline between handicraft and industrial production is vague. (EE
1935: 20.)

The same encyclopaedia entry addresses the economic scope of handicraft

by explaining that the special niche of crafts lies in the production of goods
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that are meant for satisfying particular individual needs, especially items for
which high quality and artistic value are crucial characteristics. Often such
qualities cannot be achieved in mass production. Among the measures crafts
can use to compete with industrial production, we find co-operative activities,
rationalisation, and improvement of vocational training. The entry concludes
with the statement that “..in many fields, such as painting, glass furnishing,
goldsmithery, fine mechanics, hairdressing, partly also in needlework,
saddler’s work, and shoemaking, handicraft continues to be indispensable®
(EE 1935: 20).

The current issue of Studia Vernacula presents several case studies from
the borderlands of handicraft and small manufacturing over a wide time
span. The material is presented here will hopefully allow for the drawing of
wider conclusions and generalisations in the future.

The contents of “Breadwinner

As usual, this year’s issue of Studia Vernacula is made up of material falling
into three broad subcategories: research articles, writings based on practical
work, and overviews. The first part is chiefly made up of presentations of
research projects that the authors have carried out during their MA studies in
Estonian Native Crafts at the University of Tartu Viljandi Culture Academy.
The introductory article - this time a translation of a canonical text by Stefan
Muthesius that focuses on the term ‘handicraft’ - is followed by an essay
written by Karin Vicente, a researcher at the Estonian Academy of Arts, who
connects it to our local circumstances, providing the context and setting the
tone for original research.

The section “Practitioners’ Corner” informs readers about hands-on
experiences the authors have gained during experiments in the field of native
crafts. The section “Overviews® introduces books, events, and projects that
are relevant to our field of study.

Stefan Muthesiuss article “Handwerk/Kunsthandwerk® compares
terminology relating to the production of handicraft at various degrees
of professionalism in German and in English, and provides a historical
background on this subject. The main reason behind the decision to translate
this article into Estonian was the fact that Estonian culture has historically had
close and substantive ties with the German-speaking cultural sphere - in fact,
numerous terms relating to skilled trades are of Germanic origin. Nowadays,
however, the globalised world requires primarily the use of English in order
to communicate cross-culturally, to make ourselves understood, and to
compare our experiences internationally.
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Muthesius points out that distinguishing between handicraft and the
industrial sector does not only pose a terminological problem, but also
defines social status and political affiliation. Neither has the issue of labelling
professions as “male” or “female“ been overlooked. The common stereotype
about men being equipped for technologically demanding work and women
for handicraft proper also stems from the historical discussions about
understanding the essence of handicraft.

In Estonia, applied arts has been historically established as a powerful
tradition, the meaning of which has been elaborated on, for example, by
Helene Kuma, Erika Pedak, Kirt Summatavet and others. Karin Vicente’s
essay that accompanies Muthesius’s article contextualises the semantic fields
that are discussed in the article by connecting them with art and applied
arts. This will also allow us to position the work done at the Estonian Native
Crafts Department of the Viljandi Culture Academy better: what is it that we
are doing here exactly? Art, applied arts, handicraft, a skilled trade? Native
crafts, native skills, inherited skills, national culture? How not to get lost in
this maze of terms? How should we express ourselves to be easily understood
by our partners?

Quality, technology, design, folklore — both handicraft and applied arts
often manoeuvre within the grey areas that exist between these terms.
Muthesius concludes his article by posing two questions, the second one of
which is especially relevant to us: what fate awaits rich national and regional
terminologies when the process of language globalisation keeps accelerating?

Clear thinking and self-expression are the prerequisites for effective
communication. It is therefore crucial to also consider the accuracy of the
terminology used in one’s mother tongue. This great task has been undertaken
by the Committee of Specialised Terminologies in Handicraft Studies that
was established in 2016. Marja-Leena Jaanus, an active member of this
Committee, gives an overview of its work processes in the section entitled
“Overviews". The history of terminology as well as its future have thus been
brought together in the present issue of Studia Vernacula. There should be no
shortage of the subject matter requiring clarification any time soon.

This issue consists of five research articles.

In her article, Margit Keeman gives an overview of tin plaques that have
historically been used on Estonian territory as clothing decorations. The
design of the plaques, regional similarities and differences as well as the pro-
duction methods and composition of the material are also discussed. One can
only guess the placement of the plaques on clothes and their exact appearance,
since tin is not preserved well in soil. Their existence on fabric remnants is
often marked only by dark stains or by tin residue. It is nevertheless possible
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to reconstruct the appearance of tin plaques, since many moulds used to cast
them have survived. The analysis of the shape and cavities of moulds also
gives some idea of their production technology. Relatively little research has
been conducted concerning the process of making tin plaques, but the com-
mon assumption is that usually people made a desired amount of plaques
all by themselves. Pouring molten tin into a mould was perfectly feasible for
women as well; the technology was relatively simple and required neither
physical strength nor expert knowledge and it was possible to perform this
procedure at home. At the same time, the process of making tin plaques had
certain characteristics of a small-scale industry already a thousand years ago -
one outfit could have had tens, if not hundreds, of tin plaques attached to it.

Liisi Joala’s article “Increasing the value of homespun fabrics. Robert
Natus’s dye house in Viljandi between 1883 and 1941 discusses a phenomenon
of Estonian textile heritage that has not attracted much research interest,
namely a type of handicraft entrepreneurship that exists between handmade
crafts and industrial mass production - organised small-scale production
by means of modern machinery. The German craftsman Robert Natus hit
the right note when he came up with the idea of providing various services
that would increase the value of fabrics. Such services included dyeing with
synthetic vat dyes which had been imported from Germany (Indanthren, i.e.
synthetic indigo was used as well), woodblock printing or printing with dyes,
fulling, shearing, and pressing. The homespun fabrics that were processed
at Natus’s dyehouse were so refined that they could have easily competed
with the production of large factories. Tartu Street in Viljandi was the hub of
Natus’s dyehouse, and during its heyday there were as many as 46 collection
points throughout Estonia, making it a prime example of entrepreneurial
capability. The fact that there were also other dyehouses in Viljandi indicates
that demand must have been high enough. Unfortunately, small enterprises
just could not keep up with large factories and later simply turned into
washhouses.

Liisi Joala’s article is a compelling read on the history of professionalisa-
tion in the handicrafts industry and is one of the first studies to examine
the subject. Her study broadens our understanding of traditional culture by
pointing out that artefacts which have been decorated by mechanical means
do not exist outside its domain. Just as purchasing various goods was popular
among people, so using services was too an example of adjusting to tech-
nological progress, and for poorer people it was an opportunity to increase
their material wealth. Anyone wishing to delve deeper into this subject mat-
ter should read Liisi Joala’s M. A. thesis on the same topic that can be accessed
through the digital archive of the University of Tartu Library.
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In her article about reconstructing the techniques used in the creation of
white altar cloth originating from 1937 that is displayed at the Kaarli Church,
Liliana Bristol sheds light on twentieth century Estonian goldwork tradition.
Although Estonian national costumes contain certain elements of goldwork,
the technique began to spread here only thanks to a few craft professionals
and the courses that were taught at the State School of Arts and Crafts in the
1930s. Since goldwork is a technique that requires expensive raw materials,
as well as extraordinary skills, it has mainly been a domain of professional
craftsmanship. This line of reasoning is supported by the fact that the clientele
for goldwork in Estonia has historically been the spiritual and physical elite -
church and military.

Goldwork cannot be regarded as a native craft in our local context: this
technique has reportedly not been widespread in Estonia. Reconstructing this
technique does, however, allow us to gain a better understanding of the cir-
cumstances and causes behind its emergence. With its roots in royal embroi-
dery, goldwork undoubtedly has a place in modern-day haute couture and
also in the creation of sacral textiles. Owing to its complex multidimensional
production technique, the role of human hands still remains irreplaceable.

Based on the example of the decorated barn cupboards of Ruhnu, furni-
ture restorer Kristjan Bachman examines whether it is possible to identify
who could have been the authors of certain artefacts by conducting a detailed
inspection of the production technology of these artefacts. Were there one
or two carpenters whose masterful work catered for the small community
of Ruhnu or were all the farmers who lived on the island equally capable
of creating such fine woodwork? Given the author’s conclusion that the
carpenters “could have either been the same people or could have used the
same tools, should we reinterpret the essence of “vernacular carpentry“? The
author also explores the property marks that were engraved on the carpentry
tools to signify which local farming family was their rightful owner. A direct
connection between a farm, tool, and furniture decorations was established
only in relation to Korsi farm. At the same time, tools which have survived
on the island of Ruhnu may not paint the whole picture about which farms
practiced which types of carpentry (for example, the author notes that he did
not manage to find a single old chisel on the island, although chisels are in
fact among the most necessary woodworking tools). Further research on the
stylistic features of the furniture of Ruhnu should definitely broaden its scope
beyond Ruhnu and draw parallels with both the material culture of Sweden
and Estonian Swedes.

Mari-Lii Hirsik’s discussion focuses on the leather bags and pouches that
have been found during archaeological excavations in Estonia. The author
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begins by simply producing a corpus; she lists and briefly describes the finds
that have been discovered so far, which in turn creates numerous subsequent
possibilities, especially in the study of the technologically distinctive features
of this type of artefacts. Among the medieval finds are the so-called ram
pouches which display the natural shape of leather, something which made
it possible to create durable pouches with little effort. Since such pouches
did not require stitching at all, there was no need to worry about possible
tears. The fact that the more intricate bags and pouches were embellished
with leather fringes and decorative rows of holes indicates that they could
have been made by the craftsmen who had already specialised in leatherwork
rather than someone without such experience.

The first article of the section “Practitioner’s Corner* by Triin Hellat builds
a thematic link with the previous article about leather goods by focusing on
slightly more recent material: tobacco pouches made from leather.

There are many factors that determine which parts of a culture will
become part of a museum collection in which the past will be remembered.
While a limited selection of cultural symbols from a prior traditional culture
is established, the rest is cast aside and forgotten. One such type of artefact
that has faded into oblivion is that of tobacco pouches. These artefacts are
neither particularly well known among the general public nor do they form
part of our national costume unlike some other accessories. There has also
been limited scholarly interest in describing them.

Within the context of rediscovering traditional material culture, the arte-
facts and techniques that have previously been considered insignificant will
be revived. The very fact that something has become part of a museum col-
lection guarantees its relevance for future generations. The situation in which
certain artefacts are no longer actively used and there is a lack of production
competence is not necessarily a death sentence: there is always the possibility
of someone returning to the artefact who discovers its meanings and func-
tions within a new context. This article not only fills a research gap, but also
contributes to the revival of leatherwork in a practical way by directing atten-
tion to something that has been forgotten.

In her article, Ulle Palumets examines the meanings behind linen shirts
and the mechanisms that contribute to the creation of these meanings. The
layers of meaning of traditional linen shirts are created by the cultural context
that is characteristic of the period and by the material shape of the artefact
as well as its function — whether it is an item meant to be worn or a museum
piece that cannot be touched with bare hands.

The process of sewing linen shirts appears to be an easy task, but yet again
we discover that there is a great difference between an artefact that is made by
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hand and an artefact that is created by means of modern techniques and cuts
that are based on mathematical calculations which, on the one hand, make a
garment more wearer-friendly, but, on the other, are means that would have
simply been inaccessible to shirt-makers two centuries ago. It turns out that
the handmade shirt differs from the machine-sewn one even though both
shirts have been modelled on the same shirt. The end result is influenced by
production methods, the time spent on creating the garment, and the aim of
the work process. This result, which was achieved via consciously planned
experiment, is not a trivial finding, but an entirely (pardon the buzzword)
“evidence-based®, one-of-a-kind case study in Estonian national costume
research. This enables us to gain a technology-based understanding of the
differences between the archaic homemade handicraft and its modern-day
counterparts.

The final article of the section is written by Markus Pau who has studied
Estonian traditional construction at the University of Tartu Viljandi Culture
Academy. His article gives us an overview of his thesis on hempcrete
construction, the features of the material, and its potential use in general.
The advantages lime-hemp has as a building and insulation material that can
compete with industrially manufactured building materials have so far not
been extensively tested, but since it is environmentally friendly and has high
heat retention, it certainly has the potential to find a place among the arsenal
of those builders who favour sustainable solutions. Further experiments
with this material should provide an answer concerning its suitability for
our climate. Insulating limestone and fieldstone walls with lime-hemp would
open up the possibility of preserving the work of former skilled masons with
the help of the solutions that are typical of modern small-scale industries.

This issue of Studia Vernacula concludes with the section entitled
“Overviews“ that begins with Helen Kistik’s overview of the project
“Handmade Wellbeing - Collaborative Learning in Craft and Welfare
Interfaces® This Erasmus Plus project was aimed at improving the quality
of life of the people living in welfare institutions through activities related to
handicraft and has brought together Estonian, Finnish, Austrian, and British
craftsmen, artists, and educators in order to try out various types of hands-on
workshops, and to exchange experiences in this field. In Estonia, there has
previously been relatively little knowledge about these issues. One of the
findings is that the cultural role handicraft has previously played in the life
of the elderly should definitely be taken into account, since this is something
that creates the mindset elderly people participating in the workshops have.
The organisers of the workshops, too, should be aware of their own mindset.
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Marja-Leena Jaanus, an MA student of Estonian native crafts at the
University of Tartu Viljandi Culture Academy, gives an overview of the first
year of the Committee of Specialised Terminologies in Handicraft Studies
that was established by the Estonian Native Crafts Department. There is
much work to do and every year new M.A. theses will expand the technical
vocabulary that needs to be defined.

Kristjan Sisa writes about the book Hammer and Silence. A Short
Introduction to the Philosophy of Tools by the Finnish artist and philosopher
Jyrki Siukonen. The Estonian translation was published last year by the
Estonian Academy of Arts Press. It is an important book written on a topic
that is seldom discussed - self-expression via doing things with one’s hands.
By combining manual dexterity with philosophical thinking, the book exam-
ines how the work processes of artists working with their hands come about.

This section is concluded with a discussion of Tiina Jiirgen’s book The Folk
Costumes of Mulgimaa that consists of three reviews. Ellen Virv, a researcher
at the Estonian National Museum, Inna Raud, a creator of national costumes
and lecturer at the University of Tartu Viljandi Culture Academy, and Andres
Réigas, a representative of the Mulgi culture, all speak their minds. Each of
them has a slightly different perspective on the book, no doubt related to
their roles: should it provide an ethnographic overview, or supply practical
tips for the creation of national clothing, or support Mulgi identity? It would
appear that this is the same phenomenon of creating and understanding of
handmade worlds that Jyrki Siukonen, albeit by using different examples, has
written about.

In conclusion, elaborating on the meanings behind professionalisation
processes facilitates our understanding of the role of handicraft today and
of the roles it could fulfil in the future. Pondering over the place of manual
dexterity in today’s world gives actively working craftsmen, as well as students,
a sense of perspective. What does it mean to be a handicrafts professional?
The discussion will continue in the current issue, as well as in the following
issues of Studia Vernacula.
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