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The city of Ahmedabad and the Indian state of Gujarat has a number of unique
factors making it an ideal location for a project that brought together three
leading global design education institutes, each with their own expertise; the
Royal College of Art (RCA) with its design thinking and innovation, Imperial
College’s leading science and engineering and the National Institute of Design’s
(NID) strong culture of design an innovation through craft and economic upliftment.
Students from the double masters Innovation Design Engineering and a range of
NID’s design programmes in Paldi, Ahmedabad and the Gandhinagar campus were
led by Professor Praveen Nahar of the Industrial Design faculty. The aim was to
combine bringing the diverse mix of a dozen faculty and over sixty students to
design and work in mixed groups to collaboratively design projects with the rich
culture of local craftsmen and artisans to look for new innovations and design
approaches.

Ahmedabad

Ahmedabad’s deep historical making practices have developed as a result
of multiple waves of cultural influence from the Indus civilisation to Alexander
the great, the colonisations of the British Raj and others alongside the cultural
political independence movements of Mahatma Ghandi in the early twentieth
century and later on innovative mid-century architectural projects. Ahmedabad
was once considered the Manchester of the east due to its large-scale textiles
industries, however the industrialisation of British textiles increased competition
with local hand made products and led to the Ghandists revolt and subsequently
through a longer series of events to full Indian independence. Part of Ghandi’s
legacy involved Khadi, now considered to be a process of hand making textiles
that deliberately includes human intervention and faults as an insurance
against lower quality machine manufacture. The original meaning of Khadi
however was much more connected with a cultural view of making as community and
culture. Making described and delineated a group of people
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Le Corbusier Textile Mill owners building Buckminster Fuller’s collapsed Calico dome

B.V. Doshi Museum of Indology Le Corbusier Sarabhai House



Ahmedabad in the 1950-1960’s saw the establishment of a culture of world-class
modernist design projects and educational initiatives by leading practitioners
and thinkers. NID and the Sarabhai family were involved in commissioning leading
architects of the day for a number of the following projects: Le Corbusier’s Sarabhai
House (1951), Villa Shodhan (1951), Saskar Kendra Museum (1951) and ATMA House
(Textile Mill Owners Building, 1951); Frank Lloyd Wright’s plans and influence on
Gautam Sarabhai who worked in his offices, Buckminster Fuller’s visit to NID the now
partially collapsed Calico dome (1962) in the old city, Louis Khan’s Indian Institute
of management (1962-74); BV. Doshi’s Tagor Hall (1963-5), Institute of Indology
(1952-63), CEPT Campus (1972) and Amdavad Ni Gufa (1990); Charles Correa’s
Mahatma Ghandi Memorial Museum at the Sabarmati Ashram (1963) and Bimal
Patel’s (HCP) new Indian Institute of Management (lIM) Campus (2010) as illustrated
in Fig 1. These ground breaking projects cemented Ahmedabad’s reputation for
leading architecture and design thinking in India and new initiatives, collaborations
and design companies continue to emerge today from NID’s graduates and network.

Alongside the modernist architecture lies a backdrop of centuries of architectural
achievement through many fine constructions including the Adalaj step well built in
1499 by Mohammed Begda for Queen Rani Roopba, the Jain temple and the Sarkhej
Rosa Mosque completed between 1451 and 1458 by Sultan Qutubuddin Ahmed Shah
Iland compared by Le Corbusier to the Acropolis in Athens (Fig. 2).

The highly influential India Report written by Charles and Ray Eames (1958) followed
a request from the Indian government to the Ford Foundation to provide support
for exploring the future of design in India. The Eames report describes the challenge
for India’s evolution from a tradition orientated society rich in handicrafts, where
decisions have specific reactions, to a communications based society requiring new
responses achieved through design. India is credited by Eames with three advantages
in this transformation: the ability to learn from the experiences of other modernising
countries, clear goals for food, shelter, population and distribution and finally the
most important in regard to this project and craftology: “a tradition and a philosophy
familiar with the meaning of creative destruction”.

1950-1960 # STt sEaETEAt i fa=mant g faasatty smgfawar amel fesmsa
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I ekebRijyr ne04s & ThHITITAT s e 18 et 4.02) |

ITed 3T refus (1958) g1 fafaa sreafus gurasmat frard #§ festrs & wiasg #7
TATI o TAT AT GTHTC G FoDRBTSSIA 1 ETIAT UETT hTH T FATUY feharmar
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Louis Khan’s Indian Institute of Management

B.V Doshi’s Tagor Hall

BV Doshi’s CEPT Campus

B.V Doshi’'s Amdvad Ni Gufa (with Magbool Nida Hussein)
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NID

The National Institute of Design (NID) was established following one of the
recommendation in the India report and has developed itself as a hub in a large
network covering a diverse range of people and relationships ranging from a global
network of academics, designers, craftsmen and manufacturers to local and regional
makers, artisans and craftspeople. The library at NID is an important resource of
Indian crafts and making traditions with catalogued reports going back several
decades made by student and staff projects exploring and documenting the crafts
in the Katchchh region and across the whole of India. Each individual new location is
revisited every 5 years to chart the changes and developments that have taken place.
Significant academic and practice-based projects range from the encyclopedic
mapping of India’s crafts by Ranjan & Ranjan through to the redesign of public
transport in Mumbai and other cities by Professor Praveen Nahar and the Industrial
design faculty. A number of leading designers and educators have visited NID in the
past including visionary Architect and design innovator Buckminster Fuller, furniture
designer George Nakashima who was resident for a while in the late 1960’s.

The Royal College of Art and NID have over fifty years of collaborations and exchanges
including the pioneering design thinker and researcher Bruce Archer who arrived to
present the Misha Black award to Ashok Chatterjee for excellence in design education,
the furniture and industrial designer Jasper Morrison, Singanapalli Balaram visited
the RCA’s Industrial Design Engineering in 1971 for year of staff design training while
Lalit Das, Kirti Trivedi, and K Munshi, all studied for a Masters in the RCA’s Industrial
Design Engineering faculty between 1971-1974. Rector Sir Christopher Frailing visited
in 2001 and since the mid 1990'’s a large number of students from NID have trained
at the RCA and staff have frequently exchanged. Animation, Textiles, Sculpture and
the History of Design departments have all been active in exchanges. It is against
this long-standing tradition of exchanges that we decided to take our partnership to
a new level by collaborating to develop an intensive three-week GoGlobal project in
March 2011.

Ashley Hall - Royal College of Art - Innovation Design Engineering
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Craft+Technology

IDE and NID Industrial design faculty met for a number of planning meetings in later
2010 and January 2011 to develop ideas for the project and link into local agencies.
A number of NGO’s and Institutions have grown up to support craftsmen and makers
in Ahmedabad in order to preserve important signifiers of culture, support local
structures and uplift people from poverty. Kala Raksha, Gramshree, Manav Sadhna
and Khamir are all closely connected to NID with faculty knowledge sharing, student
internships, exhibitions and symposiums feeding knowledge back and forth. We
decided that NID’s craft and the RCA and Imperial College’s design driven technology
innovation would give us Craft + Technology = Craftology. The challenge would be
to introduce elements of technology to improve craft practices, enhance business
models, inspire enterprise initiatives, widen participation and improve the creative
input into making.

This book captures the results of our student’s group projects and some of the
thinking by our collaborators and supporters. Moe Chiba in her essay describes the
dichotomy between the demands placed on craftsmen who are expected to be
the guardians of cultural material while at the same time being undermined and
exploitation through the copying and appropriation of their work by the very society
who expects them to maintain these increasingly threatened practices and ways of
life. Although this is a global phenomenon it is well articulated here and something
that NID have been tacking through their design filed work for a long time. Nathan Eng
contribution describes the ‘making mindset’ of Gujarat and how deeply embedded
craft practices have interfaced with new technologies along with the risks and
opportunities. The student projects embraced a wide range of design methods and
contexts, from designing a future craft religion to solar powered lathes, a DNA craft
innovation through to a social enterprise project with the inmates of Ahmedabad
Central Jail and throughout all of these projects we can see the cultural exchanges,
knowledge sharing, friendships and networks of connections that we hope will lead to
continued partnerships in the future.
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One definition of craft could be ‘making yesterday today’, in other words the
contemporary practising of historically based knowledge passed on from generation
to generation. We often think of craft being driven this way, a form of making refined
from the past so that it can be maintained and passed on to future generations.
One aspect of this was survival memes, packages of information communicated
from generation to generation about how to remake the natural world into objects
that could sustain life and make it more comfortable. The modern view of craft sees
it as a cultural practise supporting different ways of living that heavily identify with
geography and place. In our developing world craft is often seen as the link with
the past and crucially as something that stops us going forwards, slow, out of date,
hard work with materials that are inefficient, practices that are slow, dangerous,
uncomfortable or difficult to reconcile with how ‘modern’ people want to live their
lives. The economic prospects reflect this with the widely reported reduction of craft
incomes, whole communities abandoning the practice and the pressure of rural-
urban migration. Yet amongst this there are success stories of groups supported by
NGO’s like Kala Raksha and Gramshree who are helping to even out the odds and
bridge the gap between some of the pressure and economic realities.

Through discussions between the RCA and NID we explored the different fields of
Indian craft, its present practises and future challenges and opportunities. The past
informing the future was a clear observation and this led to a proposition to reverse
the process. This provided us with the motivation to ask some key questions; could
craft be re-positioned as a future orientated practice supported and facilitated by,
but not dominated by technology? What if the future could lead the present? Could
we make an experiment to see if we could develop a series of projects that positioned
craft as something that delivers new offerings for the future rather than a practice
that reminds many of a past they want to move away from? In other words shifting
craft from knowledge of the past, to knowledge for future action. Taken as a whole
we aimed to push the temporal craft dimension from the past through to the present
with a nudge at the future for the things yet to be conceived. Technology would be
a key ingredient and if so how could this affect and influence the mix? What types
of new craft objects, materials, processes, communications, forms and combinations
could we design and can we create at an artefact, system or even a citywide scale?

37

fRred %71 Ua Tt ' 1 A ST AT gEL wrea §, Uf Tl w9 @ sratfia T
9Tt & 9T aTfed T AHEHTA STEATE TT &1 G| 21 &7 HAFHL fIred i =70 T
3T g8 wigsa 1 et o arfed w13 & 1 @r=d & aTfsh Td T & UfTsshd a1 &1 Tk &9
HaTfad fohaT ST @) 36T U T8, ATedcd 1 qaTd, A9 1 a7 @ 3 6 3T
e graaTeas a7 ATt Al 6 (HE F TN H 1T ST WS ST F oFa &
ol Frea T e e g o, ST Ual StTe o | & 1 aee T &, o s o fafir adient
o qHT T U W e S1WIT8 & ®9 4 @1 1 a1 el g fasranta g |, firew
AT & |1 FHST F ®9 4, 86 G0 7 19 gohard arat 91 & &9 ¥, o, g0, 37erm
[T % TG 4, ST TG T 6 ST Bl STHES S GTHY 71 FT 77 a1t 041 %
FYH 3GTTAT 21 AT GATaTE 78 qwie & for 390 9= o o firew o & st et
8, T TS AT & AT BT T2 8 AT & 78 & 1 a0 &g FL @ 2| fer st gm
T, AT SR FHAT TS AR €31 g1 Ao d Q! & | ahard] & | HaTiTar
A T AT E| S 9T 3T AT Areafasharett % o= 1 @S I aTed § 7ed HT T T

RCA 3T NID & &= faam-famst o areas @ g0+ wid 19 fired &1 adur yemst sin
fasy &1 FAIaat 3T svaati & fafiae &l &1 9T T 9@ FaTe Fias 1 0F T8
AT T 7T T 36 TR FT 3T  fa U wedra wiie  foan T 39
HECAY GaAT B % T &4 07T 9&TH & 1; FRrew woh wiass hfxq srvama & w9 7 fi5x
T AT FoRaT ST HHAT 2, T+ 13 o A ST AEE 6 36 Weea o for1 wiosa afe admm
a1 fawrT 3 Q1 /T 1T 7T B W UHT AT L Ehd 1, Foras g vt af s faswfaa w1
e e T CHT a6 8 LS gd Aiasa s Ag A o 7 fof srdta & 1ame feamy)
ZELIrsE T ¥ AT o 17 4, Ferew 1, sifearsa #71 sas o ferg wariawon sreta  dtfes
fare &1 &w ot w7 & wfasa % wreafrs smars w1 aw o 9¢ (wrenfireT g ggeaye
T BT S Afe ET 2 AT T8 FH THITT FT AHAT 82 89 F req aeqsA, art,
STSRATS, T, T S EATS 1 [SSTg7 FLHFA 82 7780 UF 41, fasen arasias
o wap TR YA 4T 378 997 Wehd 82 T TEATa, M IeATa e, STEHSTTE § NID o 37T
festTsa ofafin e & TTash AT 3 RCA & BT 3R fesmeaii & o't 3fa: fawa
HEATT & A HIHE &A1 H 6 T 9 77T FHA (HATRT, FHT IS 8 91 =t o st
FrarsTeR s rfafafeat @ g wfasa # faren werstt 1 & wufaa wraewa & faer
% fore, % srewsi acaTet foar & fawa § 9 f wivwfas amsea vd wiasy yago,
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BT T 37 TCTHT0T & feaw, gawmerens gfafsrar sa<s & 1 firad uree % ST e
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This proposal became one of the four focus areas within GoGlobal Craftology, the
interdisciplinary collaboration between postgraduate Innovation Design Engineering
students from the Royal College of Art and designers from the National Institute
of Design in Ahmedabad. Overall the results from our project showed that there is
value to considering how craft practices in the future could influence planning
and activities carried out today. Although there are many pressing and immediate
concerns for craft to help uplift people from poverty and be a mechanism of cultural
cohesion future projection is also important to explore all the possible avenues of
innovation and improvement. We hope that others can build on and experiment with
our early ideas.

The students reacted very positively to this new approach with the DNA future
craft group proposing an amalgamation of traditional craft and digital technology
to design unique objects that are a blend of the customer’s DNA profile and the
highly skilled craft interpretations of a local artisan painter on the finished form. The
example shows how the ‘spikes’ of the DNA form are used as creative inspiration as
hills in a cityscape. The artist has then drawn buildings, trees and other urban forms
to create a unique micro world. What'’s particularly interesting in this combination is
the visualisation of hitherto invisible unique information about ourselves combined
with craft interpretations.

The Ahmedabad 2030 craft city group explored the observation that 90% of all
objects in India are made by hand and considers a future where this is developed on
a citywide scale in two different dimensions. On an urban scale craft zones are set
up in a way that relates to the main craft activities of the specialist regions outside
of the city in conjunction with local resources. At a local scale a street scene is re-
conceived using craft textures, forms and finishes to imagine a rich future craftology
space using the optimum blend of local hand craft processes and digital technology.

Craft religion became the inspiration for a group that takes its starting point from the
rich diversity and tolerance of religions in India and proposes a parallel craft religion
where devotees come together to celebrate traditional knowledge and practices
by making objects and structures that contribute social value. The project takes
a systems design approach that describes a rich range of activities from temple
building, parades, craft revivals and rituals that are harmonious with other belief
systems.

FaTaT & fo6 F8 STuUwTd #) cursad w1 Uk fadtesny ¥ verfedl & w9 # wHTens JTon
o &9 H ITATT FRATSITAT 81 HATH T A Uah A5 gen giam s & ferg, gameai, ust
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Overall the results from the Futurecraft group projects showed that there is some
value to considering how craft practices in the future could influence future planning
and activities carried out today. More fundamentally it proposed a complete
repositioning of the appreciation, role and practice of craft inamodernising society in
an aspirational and leadership role. Although there are many pressing and immediate
concerns for craft to help uplift people from poverty and to be amechanism of cultural
cohesion, future projection is also important to explore all the possible avenues of
innovation and improvement. We hope that others can build on and experiment with
our early thoughts and ideas.
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Technology Craft

Modern technology celebrates the concealment of complexity. Electronics and
consumer goods are the result of the culmination of thousands of processes and
even millions of parts. They hide this, however, within minimalist, antiseptic, and
often alienating “black boxes” of unknowable internal workings. Man made objects
and their relationship to people in India flies in the face of that trend emphasising
the hand made, improvised, organic and uniqueness resulting from craft traditions.
Looking around the everyday environment of Ahmedabad, it would appear that few
objects in India are not made or substantially modified by hand.

Technology as Augmentation and Catalyst

Whenlookingtointroduce new technologyto an environment, itisimportant to clearly
understand the role that technology plays. Often, technology is simply augmenting a
human ability or activity that already existed. When it is the focus of attention, it helps
to rally efforts and acts as a sort of catalyst for beneficial activities.

Technology does not give a capability where it did not exist before but adds to existing
abilities to see, hear, feel, understand, transport, etc... This is often forgotten when
introducing technologies into a new context. Having computer-aided drawing (CAD)
software, however full-featured, does not make the user an engineer any more than
picking up ahammer makes them a carpenter. Similarly an experienced carpenter who
does not have a hammer can always improvise something to perform the function of
a hammer. Indian craftspeople have a great many skills and it is important, to those
of us outside the culture, to understand what these are instead of blindly applying
devices or tools in ignorance of capabilities, skills and context.

Although an artefact (phone, vehicle, material) may be the centre of attention when
change is noticed, it is usually just the “tip of the iceberg”. It is essential to see its
connection to the real work and value generation that is driving the change. This
“catalyst” behaviour is best illustrated by the “stone soup” anecdote:

There once were two soldiers returning from a long campaign. They were passing
through an area where villagers feared such travellers and hid food and supplies
from them. Hungry and tired from their travels, the soldiers stopped for the night
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the town square. Having only a large pot with them, they setup their pot to boil
using only water from the town well and a carefully chosen stone. Taking note of
this strange behaviour, the townspeople began to gather and inquired about this
strange activity. The soldiers responded: “we are making stone soup, it is the best
soup in the land, but ours has yet to cook to completion...it might yet use a few
minor garnishes.”Slowly and incrementally, the townspeople volunteered small
amounts of their hidden rations, and eventually a great meal was made and had
by all. The next day the soldiers left, taking their pot and their stone with them.

The successful deployment of new technology relies on its ability to connect to skills
and resources in the environment; to attract beneficial attention or modify the flow
of information and materials in a community to beneficial ends. This subtle change
can have wider reaching effects as it exposes communities to new possibilities. The
design of technology is thus the fine art of crafting stones for the messy soup of a
given context.

Technological Context

Ahmedabad and the wider Kutch region demonstrate an enormous mix of modern
and ancient technologies. The staggering variety is immediately apparent on the
roadways where new cars compete for space with pedestrians, cyclists, elephants and
avariety of animal-drawn carts. Tours of the region showed us numerous examples of
local skills in textiles, woodworking, metalwork and grand architecture.

Step wells, for example, are spectacular feats of integrated design, some of them
dating back as far as a thousand years. They blend environmental, cultural and
user design considerations through cathedral-sized buildings that sometimes took
generations to build. Their basic function is to provide locals and travellers with
year-round access to shelter and underground water. They are designed with steps
that descend deep into a water reservoir so that the water remains accessible as it
changesits level over the year. The architecture includes a blend of Hindu and Muslim
iconography that makes diverse users from the region feel welcome. There are even
platforms on several levels that provide shade and space for overnight stays. Their
design, with narrow entry paths along the walls of the well, are designed to limit
access and thus provides safety and security for guests at night.
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In addition to this long-standing tradition of integrated design, there is also a
pervasive “making mindset”. In the city, it is not difficult to find examples of fixes
and adaptations to make everyday life easier or to take advantage of local materials
and skills. The sunday market, for example, had new cart wheels made entirely
from salvaged rebar. NID campus buildings were being renovated with the help of
scaffolding made entirely of bamboo. While visiting the Ghandi Ashram, we met a
textile weaver whose foldable spinning kit enabled him to work wherever he needed...
asort of laptop for textile craft.

This hand-crafting focus also extends to modern large-scale projects that form
effective hybrids of modern and ancient technologies. The city of Mandvi in the Kutch
region still has shipyards based on traditional wooden ship-building practices. Fitted
with modern propulsion and navigation systems, these vessels are said to last for 70
years of service without requiring all of the infrastructure of a modern shipyard to
maintain and overhaul steel structures.

The introduction of new technology may also result in waste and outright dangers.
Some of the more obvious ones have been addressed by local government; such asthe
conversion of the many auto ricksha ws to run on natural gas instead of dirtier smog-
inducing fuels. Some infrastructure issues are only being minimally addressed. Some
areas of the old city are only serviced with water for a few hours of the day because of
rampant leaks in the water system that are difficult to systematically address; possibly
in part because everyone tends to craftimmediate solutions. Other new technologies,
unfortunately, continue to threaten people and will require more education among
users. We noticed, for example, that piles of old mobile phone batteries in the market
were left out, unprotected from sun or rain exposure. Many of the lithium cells were
bloated and deformed from internal rupture which poses a significant health risk if
they were to completely fail indoors or if they are inappropriately disposed of. They
also represent a loss of value the seller as they may no longer fit the intended phones,
damage them and no longer hold any substantial charge.

Future Outlook

This fast-changing, complex environment will never be fully predictable. There
are, however, some identifiable trends which will certainly continue to affect the
propagation of technology in Indian craft work.
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Hand crafting works for many kinds of production because of the low cost of labour.
As India develops, the value of the craft element will have to keep pace with rising
cost of workers time. Sustaining craft work will require a continued valuation of the
unigueness of craft work bolstered internally by local communities and externally
through improved communication of the value and skill involved in the work.

The bespoke, distributed nature that comes of the making mindset is sure to continue
to evolve as new manufacturing technologies appear which enable more distributed
high-tech craft work. Technologies such as rapid prototyping machines (RepRap,
MakerBot) will augment the abilities of craft makers to integrate modern materials
and precision into their work with relatively little additional infrastructure.

Within this context, the teams dug deep to find ways to preserve and enhance the
best of craft traditions while mitigating dangers of new technologies. They put in solid
hours discussing, brainstorming and even travelling back across the region to cease
opportunities to make betters solutions that would stick.

T o & w1 g A aa R e |
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CO = CREATI N G REVISITING THE ETHICS OF ENGAGEMENT

BETWEEN DESIGNERS AND CRAFTSPEOPLE
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T gHET

Written by:
Moe Chiba - Programme Specialist for Culture at Unesco
Ritu Sethi - Director of Craft Revival Trust, Indian crafts industry specialist
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Design intervention has been an established initiative of development projects
initiated by Governments and NGOs across the world as a means to enhance market
reach and the livelihood of craft communities. However, these multiple initiatives
which are meant to support craftspeople and their communities often end up
benefiting the designer’s and other commercial interests. Innumerable instances
have been cited by craftspeople and others on the ethics of engagement where
design development of craft traditions has ended up publicising the designer while
the craftsperson has continued to remain unnamed and unknown.

In the design world, practitioners and students are well aware of the moral issues and
laws governing copying and design infringements. Design practitioners use all means
to protect their designs and ideas as they are alert to their moral rights, economic
benefits and future business potential. However, the same level of rigor does not
seem to always apply when the designers deal with traditional craft communities.

While marketing pundits eulogize brand identities and designer products are the
current rage, charges of cheating and infringement of design are not infrequent in
these circles and counter-charges grab headlines. However, amidst all this babble
of newsprint and televised footage, there is a marked absence of any mention of
copying associated with the many hundreds of indigenous crafts and textiles that
exist in this country.

Is this deafening silence because there is no copying of these hallowed traditions?
Or is it because there is a widely accepted view that copying from traditional
craftsperson’s and weavers is acceptable, and, in fact, even given tacit approval?

We have all seen a Warli painting featured across the pallu of one famous designer’s
sari, a Madhubani motif on a jacket of another; iconic block-prints that have been
screen-printed, a handloom replicated on the power-loom. Craftspeople, artists and
weavers who have sewn and embroidered, cast and molded, engraved and etched,
printed and painted India’s millennia old cultural identity seem to have no place in
popular conversations on ‘design’ and ‘brand’ and apparently, no perceived rights or
ownership of their familial and community knowledge.

Mainly located in rural areas, the craft sector in India provides employment to many
millions of people. An overwhelming majority of whom belong to the weaker, more
vulnerable sections of society, being either scheduled caste or tribe or belonging to
minorities or to ‘other backward classes'. It is an accepted truth that craftspeople and
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their communities are the holders and bearers of tradition, of skills and techniques,
craft ritual and folklore. These hereditary skills are acquired through an inter-
generational oral transmission, sharpened by apprenticeship and long practice. This
amalgam of knowledge on material and processes, artistic expression and ritual
meaning has responded and evolved with changing ecologies and environs over
the ages, continuing to be an intrinsic part of craft practice today. Designers and
manufacturers are alert to the values inherent in craft products, differing as they do
from other goods. Endowed with symbolic meanings that are often greater than their
inherent usefulness, these products play a special role in peoples’ lives. The Moosaris
of Kerala who cast the bell metal Charakku cooking utensils in diameters of up to
8 feet, the Sthapatis of Swamimalia who cast the bronze idols are only some such
examples. These craft genres are clearly delineated brand identities that have been
honed over decades -often centuries - of aesthetic development, technological fine
tuning, and innovation.

Yet there is a strong perception within traditional craft communities of an inequality
in their status as craft practitioners. While ‘new’ design input into the craft isassumed
to be exclusively in the domain of the designer, crafts people, whose tradition is being
explored, are relegated to a biddable, subservient role. This taxing paradox of value
constantly confronts craftspeople wherein a high valuation is placed on the product,
while they, the makers and holders of traditional craft knowledge are relegated to
obscurity and anonymity.

The additional challenge faced by crafts people is the ubiquitous availability of
replicated and fake craft products that are marketed in high street stores in India
and across the globe under the name of the craft or weaving cluster. Factory printed
Bandhini, the traditional tied and dyed textile of Rajasthan and Gujarat to the rubber
reproductions of the Kolahpuri chappals of Maharashtra, the textiles and T-shirts
printed with Madhubani and Warli motifs, the iconic block prints of Bagh, Bagru,
Sanganer, and other centers available in cheap screen printed copies to the famed
hand woven brocades of Banaras now replicated on the power loom, are only a few
such examples. The all-pervading availability of these fakes and ‘borrowings’ has hit
craftspeople hard, not just economically by depriving them of the benefits of their
traditional community knowledge but also deepening the perception of inequality
and unfairness. Crafts people are ill-equipped to tackle this onslaught and this
furthers their feeling of vulnerability.
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How to protect the moral right and intellectual property of craft communities over
their millennium old creation and the potential economic benefit arising from it has
been the subject of international debate since at least the 1982 when an expert
group was convened and a sui generis model for intellectual property type protection
of traditional cultural expressions was developed. (WIPO- UNESCO model provision
law for folklore). After nearly three decades, however, debate still continues without
any conclusive legal protective measure enacted so far.

Inview of the slow progress of debate atinternational level, some of the countries have
taken initiatives at the national level to respond to their particular context and needs.
Panama is one of a few countries in the world to have enacted a sui generis law to
protect traditional cultural expressions and related knowledge . Introduced in 2000,
the law aims at protecting traditional dress, music, dance and major handicrafts. Just
as in India, wide spread sale of cheap imitation of traditional handicrafts has been
threatening the indigenous craftswomen of Panama, for whom the craft is often the
sole means of income. A Label of Authenticity was introduced by the Government
under the Law 20 to be attached to a numbers of indigenous crafts so as to guarantee
their authenticity. Although the label of authenticity does not prevent the sales of
cheap imitation, it allows people to differentiate authentic traditional products and
encourages buyers to pay a fair price to the producers.

In New Zealand, where the Government has aclear policy to recognize Maorirights, the
national Trade Marks Act 2002 is aimed, amongst others, “to address Maori concerns
relating to the registration of trade marks that contain a Maori sign, including imagery
and text”. The Act foresees the appointment of Advisory Committee whose function
is to “advise the Commissioner whether the proposed use or registration of a trade
mark that is, or appears to be, derivative of a Maori sign, including text and imagery, is,
or is likely to be, offensive to Maori” . Besides, Maori is one example of a society that
manages property law through customary rights (Ragavan S, 1999).

In India, the enactment of Geographical Indication (Gl) is expected to bring much
needed legal protection of community knowledge. A family of Trade-Related
Intellectual Properties Right, Gl Act aims at identifying good as originating from a
particular place, where a given quality, reputation or other characteristics of the
good become essentially attributable to its geographical origin. Gl is commonly
given to natural, agricultural and manufactures goods. The Gl tag enables producers
to differentiate their products from competing products and is considered to be
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effective tool to protect those goods associated with or deriving from local cultural
traditions. UptoJuly2011,153 goods have beenregistered underthe Act out of which
99 belong to handicraft / folk art tradition including Chanderi weaving of Madhya
Pradesh, Madhubani painting of Bihar and Pochampalli Ikat of Andhra Pradesh .

However it is still a new system. The number of registered Gl is not yet sufficient
to cover the wide range of traditional crafts of India . Besides, the system is mean
to certify the ‘place’ of origin of a product and not necessarily to recognize the
specific group of ‘people’ who make it. Further, it is yet to be demonstrated how the
registration system concretely benefit the craftspeople and protects their economic
and cultural rights. A strong post-registration follow-up mechanism is necessary to
effectively link Gl recognition and the well-being of craft communities.

We therefore continue to live and struggle in an imperfect world. In the meantime,
examples of passing-off, misappropriation and borrowing of traditional designs
continue to impede craftspeople and their communities. In the absence of
appropriate institutional and legal protection for the time being, we need to explore
alternatives to alleviate the situation.

The Fair-trade movement, a global association with a growing membership and
increasing awareness among consumers is a well-known example of ethical standard
setting. Defining the relationship between producers and buyers, addressing issues
ranging from fair wages, child labor to a healthy working environment its voluntary
nature is an interesting example of changing dynamics. Then, why not establishing a
similar ethical guideline between designers and artisans?

This paper presents a case for change through the creation of a voluntary code of
ethics governing design interaction. A self regulated mechanism that seeks to redress
the basis of engagement between crafts people and designers, a moral binding,
if we may, to create a fair and ethical sharing of benefits between designers and
craftspeople. The guiding philosophy being encapsulated in the Co-creating Code
of ethics for designers and others, based on an acknowledgment of the ownership
of traditional cultural knowledge, creating parity and respecting the rights of
craftspeople.

The Co-creating Code, voluntarily signed up to by designersis in effect a moral bond
that addresses the imbalances in the process of interaction and the benefits that
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accrue thereof. The Code serving as a practical guideline to the interactions and
the issues that arise in the interface for a well-balanced and mutually beneficial
relationship.

The building blocks to the Co-creating Code are the recognition of the craftspeople
as equal partner in the process of design development substantiated by parity in
apportioning both credit and the economic benefits of design development.

While the guiding values and standards need to be debated further, the Co-creating
Code is a constructive move towards protection of the economic and moral interests
of crafts people, who are vulnerable to powerful commercial interests. Creating the
confidence that issues of misuse, borrowing and misappropriation of their traditional
cultural knowledge is being addressed.

The principals of the Co-creating Code work to ensure a level playing field between
professional designers and traditional craftspeople, giving due acknowledgement
to the craftsperson’s knowledge and skill, an equitable attribution, by naming and
placing the craftsperson in the center of design development, recognising their rights
as holders of traditional knowledge. Craftspeople thereby receive fair credit and
recognition on the one hand and just economic remuneration on the other.

In the long run the principles of co-creating will prove to be a valuable business asset
creating trust, mutual respect and economic gain in a balanced manner for both
designer and crafts people. Re-defining the roles both in the sharing of economic
benefit and in credit sharing. Developing in effect a broad strategic view wherein the
rights of the craftspeople are balanced in an equitable way with the contribution of
designers. Thisthenis, we hope, the first step to arepositioning of the setting between
craftspeople and designers, a recasting of their role where their knowledge systems
can no longer be harnessed without acknowledging ownership or apportioning
benefits to them.
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I I

CRAFT AND COMMERCE DESIGNER RESIDENCIES AS A

MEANS TO BRIDGE ARTISANS WITH THE CONTEMPORARY URBAN MARKET
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Written by:

Abhay Mangaldas - Founder, The House of MG, an Urban Heritage Hotel
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Ahmedabad has a rich tradition of urban crafts. The House of MG, a privately funded
heritage revitalisation project that attempts to reuse an early 20th century mansion
into a heritage hotel, focuses in using local artisans to create items for contemporary
use with the help of designers. Most of the interior items in the hotel are handmade
and provide employment as well as new opportunities to local artisans.

To make this effort sustainable and ongoing, the House of MG has introduced a
residency programme where it invites international designers for a six-week residency
during the summer months (when the hotel has low occupancy) and gets them to
work on projects with the artisans. The objective is that there would be a cross cultural
exchange during these six weeks of intense interaction between the two that would
result in new product designs as well as in relationships that can continue after the
residency is over. Such relationships could open windows of opportunity for both the
designer and the artisan that The House of MG could facilitate.

The second such residency that concluded on 6th July 2011 brought three designers
residing in the UK - Jane Blease, Els Woldhek and lan Mclintyre together with four
artisans from Ahmedabad. The House of MG team monitored the project in such a
way that there was a ready prototype at the end of the exercise and the designers
could take it back with them to the UK.

Jane, who specialises in designing interior accessories and bespoke wooden
lampshades worked with a local metal artisan whose work revolves around beating
waste metal into beautiful and functional products for everyday use. For this project
they developed a range of flat pack lampshades.

lan Mcintyre, who designs a diverse range of products including industrial ceramic
design worked with a potter community to develop a line of hand-pressed ceramic
tableware that drew on skills and techniques that have been passed through
generations by way of one of the oldest crafts on earth.

Els Woldhek, who is always attracted to the unnoticed, the things we don’t really see or
take for granted, worked on two projects. One of them was to turn the traditional craft
of silk garland making used to decorate religious idols, in to a collection of beautiful
costume jewellery using waste silk yarn. For the second project, she collaborated with
abirdcage maker to develop a flat pack birdfeeder that can be easily transported and
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placed wherever you would like to see and feed birds.

It is hoped that all three designers will actively market these products back in the UK
and The House of MG will showcase them inits hotel shop. It is likely to result in orders
that would provide these artisans a much higher return on their skill than their normal
merchandise that is caters to the lower end of the market does at the moment. This
will encourage them to continue their family profession to the next generation with
higher aspirations. The success of the two residencies has encouraged The House of
MG to continue this project and scale it up in the coming years.
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Made in the Darlk



Of the 37 million blind people in the world, 15 million are in India.

girar & 3.0 AU I oI H F 2.9 HUS ol ARAT &

Our goalis to improve the quality of life of blind people in India by creating unique jewellery with the new craft of Scent-beading.
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Made in the Dark scented jewellery is made by blind
craftspeople using their sense of smell to enhance their
craft skills. With the help of a new colour-scent language
which matches the hues of a variety of jewellery beads with
appropriate scents, blind artisans can design the aesthetics
and fragrances of the products they create. The result is a
range of beautiful handmade jewellery which communicates
both visually and with a mix of gentle aromas.

The Made in the Dark brand will initially be applied to scent-
beaded jewellery produced by the blind women at the
Andh Kanya Prakash Group School and the Blind People’s
Association - two NGOs in Ahmedabad. We aim to initialise
a network that includes local NGOs, materials suppliers and
socially conscious retailers, which will give Made in the Dark
products a route into India’s the rapidly growing middle
class market. Through innovative design and marketing, we
also intend to use the Made in the Dark brand to improve
awareness of blindness in India, 80% of which is preventable.
However, the new craft of Scent-beading has the potential
to develop beyond this brand. With organic growth and
dissemination through teaching, this craft could help
strengthen the blind community and provide a sustainable
living for blind craftspeople.
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" Losing your sight means losing youself )

W WAT 39 3T I WA & S_eK ¢

India has the largest blind population in the world. Insufficient
treatment centres and ignorance of the dangers of sunlight,
disease and malnutrition contribute heavily to the problem.
Blindness also carries a social stigma which is particularly
evident in the area of employment. Despite the support and
training provided by NGOs and charities, few blind people find
work that makes use of their craft skills.

Our research took us to two NGOs; the Blind People’s
Association (BPA) and the Andh Kanya Prakash Group
School (AKPG). These organisations provide education to
blind children, as well as training and support to blind people
from across Gujarat. However, their efforts in the area of
craft are largely wasted as few blind people find sustainable
employment in the crafts sector.

Social stigma about the quality of blind peoples work is a
major problem, as well as the rate at which blind people can
complete manual assembly. Arjun had learnt carpentry skills
at the BPA but was now operating a pay phone stand in central
Ahmedabad.

Things are more positive in vocational professions with the
BPA training a growing group of blind people with skills in
computing, physiotherapy and accounting. However, it is not
possible to retrain all blind people in these professions and
many who already have craft skills are currently seeing them
wasted.

Our research therefore suggested that there was an
opportunity to benefit blind people by developing their skills
into a new craft. By trying to make blindness an advantage for
the craftsman we developed the new craft of Scent-beading.
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& g AT TieeaioT AR 30 HIHA H & Tdh aar
FHEAT B| 35l forael T qa18 &1 Hlerer ST Hsol & TIed
fohar e 319 3EHETETE Aocel H Rl BT §U & FrA
FT £l

FO IS TIAR S &1 HriFasider, HRastasy
F P UlT AT & TRRIcHD & TRUNH 7ok 37T
g1 T o7 oo & Feft Y e @ wiles ¢ goa
T & 3R Sgd @ 3 @ Seteh ar| fRreq sierer gl
ar 3TeT 3T HY JHR FHS T &

EARY @St ¥ el & 1 3 il & fAT sgd S Hte
& 3R 3Tk Higd H hAr A ReT & faerer fomar S|
mmmaﬁrﬁaﬁWWHmﬁngamﬁr@q
“ garferra A Rieq &1 fAaAfor fear «|
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Development of a new craft
U IFC FT fahrT

Our mission to develop a craft for blind people was inspired
by our visits to the Blind People’s Association and Andh Kanya
Prakash Group. We found that the people trained in these
organisations had numerous craft skills that had the potential
to be developed from repetitive assembly work into a new
‘blind-craft’. We initially carried out experiments with random
colour in caning and weaving and attempted to simulate
blindness by performing tasks blindfolded. This made us
focus on new ways in which blind people could take creative
control of their work. Following further research at AKPG we
realised that the sense of smell could be a tool for creativity if a
suitable craft was developed.

We developed 100 product ideas over a range of crafts and
markets. Jewellery making rose above the rest as it has the
advantage of exploiting existing skills, as well as being low cost
to implement and suitable for the Indian market. Combining
this with our previous insights we began to develop Scent-
beading. After producing a range of scented coloured beads
as well as a system of Braille containers, we conducted trials at
AKPG and the BPA. The craftswomen were gently introduced
to the idea of using the colour-scent language creatively.
These trials allowed us to refine scent-beading and made us
realise that the NGOs would be critical in allowing the blind
women time to build confidence in their craft. This work
was summarised in a handover document which has been
supplied to both Andh Kanya Prakesh Group and the Blind
People’s Association, so that they can take Scent-beading
forward.

“ My favorite smellis apple ™

A TEder goiw & A
Veenu, Andh Kanya Prakash &ﬁ?-'r\ 37 ST YRIRT B

37ET el URRIRT HSol 3R 3 Fodl I[E ST T Hehdley
& 31 o9 & forT Rieq &1 [yerer = g7 AT gar
@rsqwm%smﬁﬁaﬁaﬁam%ﬁﬁmﬂw‘r
2T T TF Rew a?rrm%lm%maﬂ?-ﬁmfnﬁ
H RE - WE & T T amm gﬂﬁﬂff%qw
ﬁﬁ,ﬁﬂﬁgﬁ#ﬁgﬁﬁﬁﬁaﬁwaﬂw
FE F THA ¢ 30 a6 Y FedT g H HH B
ﬁmgm@rwﬁﬁaﬁr#mxsﬁwm
ﬁst@w@rmaﬁmmaﬁﬁl—qm
T I

g Aok AR e T F AT oo RAR @it oo
T A I[elld & U dTel gl oA IS 3GFA a0
AT FfF TG AT F TAAT P F & qAD ST
W?Wﬁﬂnﬁum%ﬁvw%lsﬁm

3R TEe & TieT ¥ gaAcel o Forlowd A faw i
%lawﬁuauﬂaaﬂésﬁasmaﬁmeﬂﬁ
mwmrmﬁ?mmmwwwﬁm
%mﬂﬁ—qaﬂ’raﬁwﬁ?rsmmﬁﬁmmm
#qﬁﬁlﬁmwwmqﬁ*rrﬁaﬁumgsﬂ
& gafeud A el Afgenst & Rea & gfq areA
%%amamﬁﬁamﬁrmq\v‘r%ﬂmirwm
AT eFards & w9 A Y Fear g5 AR S
Wﬁwaﬁwmﬁ%mﬁamm
RIeT T 3M oF ST Tl
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The craft of Scent-Beading
Farierd AT Rrew

Scent-beading is a new craft both for, and inspired by
blind people. The craftsperson uses scented beads to
visually communicate using their sense of smell and touch.
By combining different aromas with coloured beads a
relationship between colour and scent can be developed
which gives craftspeople the opportunity to discover and
control colour in their work. By initialising the craft in local
NGOs, we hope to develop an artform that will be free to grow
and evolve throughout the blind community.

The blind craftspeople we met in the course of our research
where using their craft skills purely for replicating the designs
of other people. But with Scent-beading the blind person
would be both the designer and the maker. We believe
this unique narrative will let blind craftspeople produce
provocative and desirable products which will be valued by
Indian consumers, as well as being more rewarding for the
craftspeople themselves. However, in prototyping the craft
we learnt that lack of confidence was a major obstacle for
some of the craftspeople. The local NGOs in Ahmedabad
are therefore crucial for providing the time and feedback
necessary to develop the craftspeople’s skills. We have
therefore created the Made in the Dark brand and contacted
possible retail channels in order to encourage these
organisations to integrate this new craft. Once established
as a craft, demand for more products would encourage
the blind craftspeople to train other blind people in Scent-
beading, which would reinforce the blind community as well
as disseminate the craft. The blind craftsmen would pick up
new materials and drop of their latest designs on a set day so
that they maintain social contacts with other blind people if
they are working from home.

“Making this necklace reminds me of
praying at Divali” “S& HTelT &I Sl o

fearel 9o i ag I

Salma, Blind People’sAssociation 5T shoFe T faehra

garfetrd Al & a6 Tellell 3T ol & fow v a3y
W%lmmﬁﬁﬁwﬁmwmw
mwm%aﬂrmﬁmﬁmﬁ@w
IR T[T F gdd W TehdT gl s‘mfrwaw
AP FASNT FAgT ATFT Tl T TH VAT Fell A9l
ST TR T AT AT & @I T guTT FIT 9TUar
3R TTUET fr A T 3T Foll AR T o F
Sfe g

& YA Wrel & a1 o 39 ool & el 9 370
Fhael B qOT TWE A T A & B qee A
39T &Y W A1 dfed gafeua A @ 3 ofer
27T 3R A QAT 99 Tha & gF AT {earm
&Y § AT A AT Teholleh I Sl T STGFd €]
IO H Fegrge Og gel St & ARAT 39Hear &
T 3g=el gl 5 319 el i FeART greg ghm
JT §AA SoreT RIeT & AT AT gar Hir 30cA
ﬁmﬁmﬁwaﬁw%ﬂmﬁﬁﬁﬁ
Weﬁrmwﬁuma@mwm
3R e a1 afcas gREEd & # TF Agcaqul
{fAHT T TRl B1 el g T S5 T IR
TS R Jaa O Tus Taftg Far 5w s geamsit
FI AT Req & Uicarg Hell TFT & T AT HAGT
ol ¥ ST T F gAY el FF Ferfewd A
# faa sE TEd 39 ARl & woe F faenr
g
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The Craft Product
hIFc 3c4lG

From cooking to clothing, India is a country full of colour and
scent. The jewellery the blind craftspeople create captures
both of these sensations in a new form of expression.
Culturally significant scents add more meaning to the designs,
and features like loops for sunglasses promote proper eye
care and enhance the product narrative.

The Brand

EIE]

Made in the Dark is a new brand for the scent-beaded
jewellery produced by the craftspeople at the BPA and AKPG.
We have created the brand to help initialise Scent-beading as
a craft and provide a strong narrative to market the products.
We chose to combine traditional aesthetics with a progressive
outlook and modern detailing popular with our target
market - middle class women who shop at ethical retailers
such as Fablndia. The brand also highlights the problem
of preventable blindness in India by focusing on simple
preventative measures against eye damage, like sunglasses
use and proper nutrition.

Gl & of A HIST db AR fafdudr &1 &7 g1 3T
IEAT GART Y 9T A HIET N GSRT I TR
gl HRAT WRT § TEAT 37 GG & Th 37e9T
3ogera TSR 3R 3T o o@ & AT g9 § T
& TRA TN I Fehdt ¢ forad 37 ehel Fr wgrelr HA
AT e qga

“AS ST & 3% Y Sl Asel 3R 3 &wedr 5 & HY
aﬁﬁmmma@mﬁamﬁa@%‘lsﬂ
mga#%aammwmﬁmﬁm
3T Thd g1 3TH ARCT IRFIRS Fell JAT AT R
Fr Felr T BT gem o wlefesar U WX U 9=
SRET S8l $TRA™T #eg 9ot & el v gde & Aoy
Aol &1 g1 atgell qarr Afodr Swe, g9 & s,
FUINOT 31T S Y & HROT 1 AT HH|

We can make anything, but marketing is the real challenge i

6H $ 81 &1 Tohd § olfcha

Ao U Hfsad  FAradh 3

Director of Andh Kanya Prakash Group
fA&ere, 314 Fear gh
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Liaising through an NGO would
be much more convenient for
larger the suppliers, and bulk
buying is more cost efficient.

Scented oils were provided for
free by Alka, a large Ahmedabad
based manufacturer and

work on the project.

Sourcing wooden beads and
cotton thread can be done easily
and cheaply from many local
retailers.

-

distributor who were very keen to

~

J

The primary consumers will be
women from the rapidly growing
Indian middle classes.

The design is modern witha
traditional aesthetic and would
also have an appealing and
interesting narrative.

77

The products will be sold through
socialy responsible retailers such
as Fabindia and Craftroots in
order to access the target
customers.

7 I

AKPG and the BPA deal with the
suppliers to ensure that there is a
good supply of materials for the
blind craftspeople. They also
package the jewellery under the
Made in the Dark Brand, then
distribute it to the retailers.

They would also be critical for
initialising the craft by allowing the
blind people time to learn
Scent-beading.

& J

The beads would be dyed and
scented by other disabled people
at the NGOs. This helps the blind
people connect with other
groups.

Support

4 N

The blind craftspeople would have
a more creatively fulfilling and
financially rewarding craft to engage
in.

By sharing designs and teaching
one another the craft they would
also strengthen their relationships
with other blind and sighted sighted
people.

- /

Interested blind people could be
taught Scent-beading by the
craftspeoples.

The quality products would also
improve the public perception of

blind people’s abilities in general.

The Blind People’s Association
could also implement this system
and could assist with the scenting
of beads.

Aravind would be be able to assist
the blindness awareness aspect.




The Craft Enterprise
e 3¢IH

Our craft enterprise is a scalable network-orientated system that aims to use the new craft of Scent-beading to benefit consumers,
retailers, suppliers, and NGOs, as well as the blind craftspeople themselves.

oo Afaal @ 9 gV aTgal o & A6 dgeet arer Sfesh 3 o9, HY AT TAT S Ted! H dTA AT TR &

forw of @meT grae grem|

Setup

Initial setup of the Enterprise would be centred in the
AKPG School and the BPA. Craftswomen linked with these
organisations would be brought in to apply their jewellery
making skills to the new craft of Scent-beading.

Retail

The products created these organisations would then be
packaged under the Made in the Dark brand and sold to socially
conscious Indian retailers such as Fablndia and CraftRoots. Our
team has already contacted both of these companies with initial
proposals.

Consumers

The primary consumers will be women from the rapidly growing
India middle classes. The jewellery would be an attractive
purchase both aesthetically and because of the narrative of
Scent-beading described by the Made in the Dark brand.

Suppliers

Suppliers of components and scented oils required for Scent-
beading would initially deal with AKPG and the BPA. Liaising
through an NGO would be much more convenient for the
suppliers who could assist in the matching of beads and scents.
Two local suppliers have already been approached in this regard.

EATYeAT

YOI H T T holl HY Fef Hsol HR 378 a1 T[5
T GEtT B9 SoT TEATAT F 1 FLA T PRIRT T
Ig A gorlerrd Afol & argal i wor fFarg swee,
S ar 379 B 8§ g7 9ruar

Rear

Fiafesar dur Foe T AT FHATST H AdAT dcad arelr
FEATI H “AS 3o 3 S16” & Il 9 AR

SYHTFAT

YR & FET I & AT hh SYHAETAT gt T gt
gred o odiEr 3R “AS 3T 3 S & Y S ganT
FATY §U FIAAT Al T Hoa®l oAl s qgemaan|

HCARRY
e U7 Al & FOARR BT H 3 5ol Hsel AR
3 FIT TE PN HAG G| 3T Y FEAAT BT FAeg &
37er ST AT 3R GRIIT Y T e ke & e
F g AT TTU|
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The Craft Enterprise
fReq 3¢gH

Growth

The craftswomen would initially be given time to develop their skills in this new craft, with
feedback from the sighted community at AKPG and the BPA. Once a deal with retailers has
been established this would be an excellent opportunity for the craftswomen train more
blind people, share their designs and also increase output. The scalability of the enterprise in
this way is an important feature, as it allows blind people to benefit from the social aspect of
their work and also supports rapid growth.

Future

Once the craft is established, the craftspeople would be free to practice their craft wherever
they chose, requiring only a few jars of scented beads and thread. Craftspeople could
continue to sell through AKPG and the BPA under the Made in the Dark brand or perhaps try
to setup on their own. Our enterprise system is specifically designed to put as few constraints
as possible on the blind people in order to let the craft grow organically and benefit as people
many as possible.
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Afger RICTHRT T AF H $& FHAY &A1 ARV FAX I 39a Fiael H1 fahra
&Y Feh, §H I Fadl Tl U 3R 3 ST A FHGTT & TR el STeTehll &
Thd &1 AFg Aot RicusRT & T & 3esT 379w § &7 3 310w et
T AR AU Fer @ Fefaa w1 I8 Rew dfasy & cor T of dhdr
g1 Toraa 318 oot FraTfoteh gge] 1 THST A ool 3R el e fahra a2 dah|

afasa

50 Roq il TUUT 9 RIeThR Jod & Tg ol W@ Fohl & Sl d T8 ol
s faU goreyd A 3R G #1 3raeFshar gl RIeusr A3 3o sk, 37
Sl HSol 3R 37ET AT YehIel Y & SR d HGAT HH & Fehdd g1 AT 30T
ST Tl Tohd &, §ART foold @RIAR & 39 RE ¥ F=Irdi Iy § foraer dr 3
AR 7 FH AR A ST T 57 FFe A dold H FAGEIR &l
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2.2

PRISO N CRAFT AHMEDABAD CENTRAL JAIL
ﬁl?*f in(’q 3TgHGIEG Hedl Sidl

Priyanka — National Institute of Design
ThUjESh Tillai - National Institute of Design
Emile De Visscher - Royal College of Art
Hannes Harms - Royal College of Art

Alex Du Preez - Royal College of Art



82



Criminals are humans beings.

Our goal is to introduce craft into the Central Jail in Amhedabad in order to let the
prisoners express their personality through their creation. These handcrafted items
are then sold in an outlet store close to the prison, enabling their creativity to get out
of the walls and into the local community. Instead of being completely locked into a
jail system, prisoners will be able to have contact with everyday life through craft. This
way, they can use their individual handcraft to interact with the community outside
the prison.
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At the same time we want to use this in-jail-craft to develop a strong identity of the
outlet store. Introducing prisoners as craftsmen shall rebrand the prison-outlet and
change the communities perception of the prisoners.



oIt e wrofr g

AR o9& 3L Hfeal &t AR TAT & ATETH F 31UaT TiFdcd Y TFd A &
forT s smeAeaTe A dea o 7 Rew w1 aR= §1 F Srdw TG o ST &
S Teh Gehlel 1 gbled H 99 ¢ ¢, ARt & SeX AR T FHeT # anfdrer
gl & T 3T TTATCHSAT HT TeTHA| QU TE § Tk Sl Yollell # de fohar ST
TET I & Jorr, Fiedl RieT & Aegdm I ot Hr Siesht & a1 gus = &
HETH B S| 36 oRE, d Sicd o aIe WHAM & HY Sl il & v 3r9ei
TITFAITT §SPIUC 3TINT A Tohd g1 3UT AT §H 30 H ool - R-Ieq & 39dr
e & T g1l &Y gl & T Holqqd Tgdlel [AhfAd Flell ded &1 LRI &
w7 # et o aRemT St seee s IR Hfedt & FHert RO Seo Seem|
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Craft research

Our first focus was to understand craft in India. What we understood very soon is that craft
is related to time (patience of making, relation to past and tradition), to self expression
(constant slow process of creation, tradition), and to communication in a community
(values, feelings, dreams...).

f?wcrsmfrmfrr

EHART UgeT €A1 XA # RIeq 1 GAg & v fHar ar an g 9gd seq &
TAST A I W@ § & Se @AY, HcA AFIFT  ( Folol AT oamar A Tishar
, RRT ) A (W E, 37 3R W & Gy & 8 ) ¥ @&fag &, 3w
A # HUR &¥el & foU ( Hedl, daansit , qua )|
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Prison context

The Central Jail of Ahmedabad, containing most of the criminals of this region, is a very
special place. Besides a long history, it is the jail were Gandi was retained for 3 years
under the British government. The prison is very well organised. For example, prisoners
produce their own clothes and their own food. The prison-community appears to be
very respectful towards individuality. Every religious tradition is being celebrated.
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STel Hedl

Wﬁmm,wmﬁmwmgw,wa@aw
SHTE ¥ Ueh ofar SAgrd & 3felr@r, Ug ool aC & a1iel fyfeer @ver & dga 3
el & T SeATT T@N a7 A7) Sl SE 3OS Re ¥ AT Brar S g
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Production

The prison has quite an impressive production system already. The wood workshop
produces furniture and little temples for public institutions (schools, NGOs, public
admistrations,...). The fabric workshop is highly mechanized and produces thick fabric
as well as bags or clothes for the inmates and the outlet store. Paperwork is also a part
of the activities, producing books for schools, official papers for the administration
and different kinds of orders (business cards,...). Finally, the kitchen is a main activity
in the prison. Aside from the production for the prison itself, the prisoners cook and sell
savories and Bajhias (a kind of fried paste with leaves, see further) to the locals.
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Sl H TgS ¥ & FIHT UF THTGRITET 3cTee YOTel §| TIhal haRimell ATdstiodh
TEITAT (Fell, I TSN Farea], Fdiards gemed |, ..) & fov weifew 3R
sT ARG a7 FaT &1 FUS FRMET ITa TFd ¢ IR HeAr ik gwer Hr
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Outlet Store

The Central Jail of Ahmedabad has a very particular feature: it has an outlet store
situated approximately 1 mile away from the jail itself, at a big crossroad. We found
that this place was very interesting because it was a place of exchange and share
between the inmates and the local community. The prisoners themselves are selling
the products if they behaved well.

The initial intent of this outlet was to give the oportunity to the prisoners to create
for the outside community, as well as keeping them busy producing. The result from
an outside point of view was also very benefic: the local community was intrigued by
these products and the outlet became famous. It aims to change community intrigued
mindset towards the prisoners : they are not only criminals but before that humans.

3M3colc TR

IgFEETE A Agel el H UH g & T AT § g UF a7 ARG R
S A & et 1 A B gl R AT o gFe §T g ) g o & e
Tg STg gl feraed & i I8 JHart-gere AR hfedt AR wariT ey
%aﬁa%ﬁwaﬁrwmaﬁlméﬁv@aﬁmaﬂrﬁ%amm
T cgagR fomam|

3H gehlel T YRS e Hiedl & AU Haaw & a6 FHed & 0T 5 &
T ¢ & T, Oy &1 3¢ UTd (W AT 3cUIe fohdT AT AT| STl &l Th
fSig & smex gROTE 8 SEa BT AT TACT FHAG CART § 3cUmel STeIsara
mmmmawmgméwﬁwsﬁﬁﬂmﬁwmﬁ
F fOT e & aamm%mm%ﬁ:wﬁm|
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Conceptsresearch

Very soon, this outlet store intrigued us. As our theme was about people, we thought
our goal was to use craft in order to enhance the dialog between inside and outside
the prison. The outlet store seemed the best place for this exchange. The first problem
that appeared was the lack of identity. The prison administration itself asked us to
work on that. But the second problem that we saw is that even though there was an
important production of objects inside the prison, they were all handmade, and not
handcrafted. The difference is tiny but important. Handcraft is about personality,
creation and community. Handmade is a repetition of the same example over the
time. Our concept then came from these two directions : bringing a strong identity
and develop a craftsmanship so that the prisoners could have a link to the outside.

TURUT3AT fefaeTe

g STIG &, $H g P g gH SXES| SN Hf gAR @Rl & IR A
afsT o7 , T TIEAT & gART ohYT IS e & g AR oIl & JeX Talg
& G & ofTC ATAT T YA Fel & AT HIAT IAT AT| GhleT T gehled H
ST & T FH 3BT S91E T T@T AT| Igell HAGAT I § 1 oUl Ggared ahr
FAT | T RAMHA G 36 W HH T & A §H YOT| dohiedl G TAGAT
TE & Hf gAT CWT & Hf Hl & Tgl o & 36T T JAGIHT H Teh AGIIGT
3qUTe HAT IRT o1, I FIT gHAARATT &, IR A SHARRT g1 3R BT epled
HAEIAROT &1 ESHRARE qhhcIlaqd, ARAT AR FHeT & R & § | g4 T
& WY TH & 30T T GRIGAAT &1 §HANY IHTUROT aF 37 ar gfm3it & 3mam:
e FASld 9gdle o 3R Ue fqq @i & afdafa sdar & &7 shefar &
IEX FA & AT Teh o gl Fehell 2T

95



96



Experimentation - Prototyping

The main difference of this context to craftis that itis
made in a public institution. Instead of producing to
earn money, the main aim of the production is social
(for the locals) and psychologial (for the prisoners).
The food they produce are of good quality and cheap,
providing the surroundings with a way to sustain.
Staying in this effort, we thought of the other basic
needs of every human : health and education.

In a second time, this “craftology” of the prison
would be extended to religious furniture.
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Branding ENED

Having a strong identity was also important. We decided to use the craft as a brand Teh HASIS Ugdle glod &l Sff.ﬂ??q"{l"r oqT| §H T S8 o &7 H Req Hr
to develop a packaging and a visual language. 39T e & AT T GHTSer 3R vh T2 o A Fefdd wa & [viy
o)

PRISON INC.

CRAFT FOR OUR COMMUNITY
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Basic needs

Sustain - food and plate
Health - soap and soapdish
Education - pen and notebook

Notebook

YR 3
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Carved pen

AFhelieR Held
Soapdish

Bajhia take away
SIS T 37d
Carved soap

AFHINER AT
102
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Extension to the product range

Traditional handcrafted tables with a new design
and handcrafted through painting and blockprinting

GoGlobal India 2011 Craftology
105
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3cqre H@ell & fav fawar

T A0 38 & ATY WERETT §EdIed eaol
3R 9feer 3R sare Rt & #Aew ¥ ceasRy
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Experience of India (by London students)

Coming to India was a huge opportunity for us. The size of this country, the variety
of traditions, the promising economic growth and the challenges that these factors
implicate made this experience incredibly rich. India is a totally different context,
were codes and contrasts are strong.

From a design point of view, the relation to making, to disposal, to planning, to
designingis very different and interesting. One of the big differences for example
is between public and private space. In Europe, these differences are strictly
delimited and public space is mainly a place of passage. In Ahmedabad, the frontiers
are sometimes blurry, which creates very interesting opportunities from a design
perspective.

At d & 37T (v o7 fiof gaf

qf d 3T § gAT foIT U 98T 37T AT | SH 2 & 3Thi , IUXUT 3T T
Al R R @ 3T ars Bt § B o & & 5w 3T
JifaeaEe fr @

HHGFYT ST AT AT o | AT T Th qRoll R ° il Hedd g, s T 3R
e o & Ased g

a@ﬁa?%ws?rﬁaf\@r T ENE BT T SR, Ao SR,

wxm#mmmm%ﬁmm%ﬁvw HW TE
¢ ar alifae 3R Feh siafes & T ¥ W &, g7 A # wI S @
AT fovd W& ® € 3R 1 ot T o #fey 7 @ @1 a8 & Uh SHIE
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#, W 3T Y TH BT 5T D ARIT B TEFH goll Ak 7R YT THaT §
Fefr et af trore W& @ &
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SOLATHE

Wen Zheng = Royal College of Art
Aakash Joshi - National Institute of Design
Kevin Bickham - Royal College of Art
Manas Barve - National Institute of Design

Luc Fusaro - Rroyal College of Art
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Traditional lacquer turned wood handicraft emerges from the Kutch district of
Gujarat, India. Despite the artisans’ skillful craftsmanship, these artisans are leaving
the craft for other opportunities due to the inability to sustain their livelihood through
this profession alone. Looking for new strategies to modernize their handicraft could
provide a more competitive edge, not only in tourist/international markets, but also
within their own local markets. Creating a new tool which harvests energy from the
sun provides a sustainable model for product ehancement and cultural preservation.
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Early Concepts
Heh oYl

Sustaining Craft Through
Younger Generations

% g o ALIH A hell
I ST Q=T

Our initial concepts focused on generating interest
and engaging younger people to pursue craft. We
strategised various ways to change the perception
of artisans by giving them a new status which is more
positive and reputable.

Through means of visual media, we wanted to give
pride, visibility and opportunity to develop artisans’
business among design trades.

FHell H Te0T GIEl FH 3cATE TG 3o Teh AT
JRAEEY qAT gfser AT 3Nger A B FS
Faar gAa ST

TEIAT ATCIHAT & GaRT &§H 3¢ IRG JcI&Tdr

3R HTE G 37 cgaaTg Y Bt et
¥ Refaa e e 3
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Understanding a System
SIIEYT &1 Sy

Overview Of Craft Ecosystem
el WATRT 1 fIazor

We see a craft ecosystem emerging within rural communities, where
the artisans who possess financial means become successful, and
the ones without are left behind.

For artisans with financial means, they have access to education
(to improve their designs) and power (to improve their toolings).
These two means allow this group of artisans to adapt to current and
emerging markets, which most likely will result in financial success.
Their success will have a rippling effect on younger generations
by creating interest in pursuing craft, as well as providing better
education opportunities in the hopes of pursuing other dreams.*

For artisans without financial means, there is no access to education,
leading to less awareness of new markets and no creation of new
products. Also, these poor communities have little-to-no access
to power, so they must use manual tools, which potentially leads to
poor working conditions and basic designs. Combining no access to
education and power with poor quality of life leads to little-to-no
money earned through their profession. If there are small earnings
being produced through this system, then younger generations will
no longer be interested in pursuing their traditional craft and will seek
other employment opportunities elsewhere.**
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A Case Study

Lacquer Turned Wood

We decided to focus on the craft, lacquer wood turning. This craft emerges from the
Vadha community within the Kuchchh district of Gujarat. Lac turned wood is practiced
using simple tools, a self-made lathe, a string attached to a bow, and sticks of colored
lac, which is a thick, opauque, decorative wood coating created from a secreted
resin of an indigenous insect to Kuchchh. The resin is then heated and mixed with
groundnut oil and pigments.

Lac wood turning has a uniqueness on the lacquer patterns created by the artisans.
Despite the artisan’s skillful craftmenship, artisans are leaving the craft for other
employment opportunities due to the inability to sustain their livelihood through the
profession alone.
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An Invisible Resource
TUch 3T Hdrdod

Harnessing Solar Energy To Aid Artisans

ETAPRI T TEIAT & forw TR 35T FT glga|

The current Indian electric power system emits
over 40% of total human-caused emissions, and is
the fastest growing source of emissions. Bringing
electricity via the existing network is therefore not the
most viable path to follow.

Fortunately, India is one of the richest countries in
terms of an energy source that is free, abundant,
and nearly infinite - solar energy. For example, the
geographic area around Dahej, receives a yearly
average of 5.28kWh/square meter/day of solar energy,
which is one of the biggest average in the world.

The use of the sun for “free” energy is clearly the
most economical and green solution to consider for
artisans who are not equally placed in terms of energy
supply, but have this incredible resource. Our case
study, the desert of Kutch, is the perfect illustration of
this situation.
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Early Prototype
LEHTE TTTgT

Diving A Motor With A Stirling Enigine
Tefoldl 31T & ATY U A dolell

Our initial prototype incorporated the use of a Stirling engine to
drive the rotation of the lathe. This engine is noted for its high
efficiency, quiet operation, and the ease with which it can use
almost any heat source. This compatibility with solar energy has
become increasingly significant as the price of conventional
energy sources continues to rise.

We used basic material such as soda cans to make it as cheaply
as possible, and tried to see how easily it would be for the artisan
to build one himself. The efficiency of this prototype is clearly
low and would not be sufficient enough to run a lathe. But
according to the torque needed, a medium quality prototype
would be sufficient for its purpose.
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Final Solution

Enhancing Handicraft.
Sustaining Livelihoods.

This lathe is not meant to replace the traditional manual bow lathe technique, but to assist in the
making when the artisan feels it necessary to use two hands for carving instead of just one. A work tool
powered by very low capacity solar panels would be sufficient.

Our lathe could assist in the tasks like detailing, patterning, and polishing when the artisan would
like a bit more control in the making. Designing an effective and cheaply powered tool will empower
these artisans to enhance and modernize their craft to access new markets, and potentially, new
success. We would like to emphasize that we do not want to confuse “modernising” handicraft with
“industrialising” handicraft. The unique qualities of the materials and colour, as well as the variability of
their production, are assets that should not be lost in the making of handicraft. Not even through the
use of powered tools.

The best stirling engine will be about 0.4% efficiency, when using solar panels will reach around 4%.
Nevertheless, a stirling engine is entirely mechanical, and therefore can be produced in india quite
easily without requiring imported components.
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These two solutions will approximate 20,000 Rupees, which correspond
to the selling of 100 products, a small investment for good guarantees.
But artisans still needs courage to take this risk, and that’s where Indian
government and NGOs can intervene. This is one solution, proposing a loan
with no interest in order to get this green equipment. India will help sustain
its craft tradition, in a way that respects its environmental policy.
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CHAI CRAFTED
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CHAI

SUMMARY

Many cultures, craft has been intrinsically connected to tea.
However, in India, despite being one of the largest consumers of
teawith adiverse industry in craft, the connection between the two
elements is being lost.
The aim of Chai Crafted is to bring craft back to the chai vendors
of India, and in doing so, bring pride and visibility to the rich craft
heritage that the nation possesses.
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Exploration of the Old City

Most of the local crafts are already lost or on the verge of disappearing. The
art of making blocks, which is the life line to block printing and has a rich
history of over 400 years in the region is likely to exist for only another twenty
years as the present generation finds other professions more profitable.

el ALY o TFHACARRIT
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Products are either obsolete or not available to potential buyers due to poor
distribution or competition from plastic products.

Owing to the lack of respect in the society and minimal returns we might witness
further dhepletion in this number. Many craft forms are following the downbhill pattern
too: wood and lac turnery, wood carving and pattal making to name a few.
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Phase 1

Given the long term benefits of a lower cost in using leaf cups, the demand in these
crafts will grow amongst the chai vendors. The NGO will increasingly disappear from
the picture as chai vendors turn to contact the craftsmen directly. Indian craftsman
generally exist in craft communities, and in order to meet the growing demand the
craftsman will spread this job opportunity within their communities.

With this new market, the craft communities can grow to ensure longevity in India’s rich
craft industry without compromising the unique styles and skills of different craftsman.

TOT 1
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Chai crafted is about making craft in India more
visible in order to bring pride and awareness to the
people for a skilled industry that they possess. We
want to achieve this by bringing craft back to the chai
vendors in a way that will add value to the chai drinking
experience while enhancing the exposure of the different
types of craft and skills of the craftsmen in India.

The chai is served in folded cups made from leaves to
give a cheaper, more sustainable alternative to plastic
and paper. The leaf cups will be supported by cup holders,
produced individually by different craftsman to exhibit
their trade and skill. These cup holders will raise the
visibility of the different types of craft in India without
compromising its individuality. The range of cup holders
one can choose from will also add value the drinking
experience and appreciation of the humble chai cup.
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03

FUTURE CRAFT

STUDENT PROJECTS

3.1 Identity; DNA - Craft - Heritage
3.2 Future City Craft

3.3 CraftReligion
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3.1

IDENTITY ona.crarr. Herimace
YUgdlel swew | s | fwaa
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Background

» ldentity as the core element
»  Expression of individuality

» Extend and deepen the way craft is and could be used

gsasH
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Our Interpretation of Future Craft

~ dentity

" DNA.CRAFT . HERITAGE

Existing Craft Model Contemporary Craft (Consumer focused) Proposed Craft Model
foreT wiee disEt THHTA AT JEATAT [T Higd

o0 ©
o ©
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Initial Concepts on a Time Line

U GHT U< TTLHE AFLTL0T3

The idea of intergating users directly into the
making prossess lead to the idea of allowing users
to actually become part of the craft itself. This is

accomplished through genetic adaptation.

IYATHATHT FT aFad # Rew ge &1 fwar aoe
& forT AT & & AR & fow #T & prossess
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Present

10 Years

20 Years

30 Years

Visualisation

of DNA code

: Creation
| of Materials

for Craft
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System Design
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Step1
Sign up to the Identity website and

order your home DNA kit.

407 1
TEATT T RS F U AIEA a9 Fw AT
AU T STUAT e ST ATe 3 A1

Step 2
Take sample of DNA using the swab

provided and return to the Identity Lab.

LT 2

TEATH o foIT STUAT e T ST T&T+ T

ATZ & TTH FIAT i ATTHT HT THAT o T

Step 3

DNAis analysed at the Identity lab.

T 3
FIUAT TZATT TIETITAT § F=geror B 2.



Step 4 Step 5 Step 6

The user is then notified when the The 3D visualization or rapid Once the object is complete, The user
visualization of their DNA is ready prototype object is delivered to the received the object directly from the
to view online. The website shows crafts person as the starting point for crafts person.

crafts people that are linked to their his piece.

heritage.

pa/
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Visualisation of Synthesized DNA eI T 3TAT o T

A computer algorithm would be used to generate the unique formof ~ Teh &t el Tafer 3ifAA AEIOT AET 1 3AET F 3ot
the final artifact. FLA o ToIT SEATS fohaT S|
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Computer modelled output of the final artifact ready to be 3D printed. 3ifae fawqor Qe AR T HEcgex Al # 3cuie 3 & #ied e & v |
Once the object has been printed it would be passed over to the Tsh IR aEG Hiod a1 @7 § 58 GeA e F v 9k fhar smean
artisan to be finalised. FRIER A ’fAF & AT ST



Prasanta Subudhi
Pattachitra Artisan

Mob: (+91) 9861 425712
Akruti Handicrafts
Raghurajpur,

PO Chandanpur
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Cross Pollination
I YI1491oT

Multiple Users DNA
THTTOh 3YIHEThT STTHAT

Single User DNA
f&arer Ior Srwav

Rapid Prototype

Physical embodiment of synthesized

DNA algorithm
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Current Craft Process

gadATeT fRea gfgear
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Current Craft Process

gadATeT fRea gfgear
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Proposed Craft Process

gE&diad Rreq gfehar
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Future Craft Objects

HiasT fRreT g3t

161



162



Benefits

163

olTH



Ntity

DNA . CRAFT . HERITAGE
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3.2

FUTURE CITY CRAFT
AfasT 2AET R

Christophe Machet - royal college of Art
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o Beautifully
SNEEAME? Crafted

SIECIH Ahmedabad
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By 2030 the population of Ahmedabad will increase from the current
4 million to an approximate 8.4 million. The city expands in area as
many people and artisans and master craftsmen moving into the
urban centre from the surrounding areas. We envision the idea of a
slow industry becoming prominent and embraced as Ahmedabad
becomes the Crafted City. Within the new city plan, a few satellite
craft towns would emerge. The cross pollination of skills from mixed
groups of artisans would result in self-sustaining communities, able
to make their own living necessities, and use their products as local
currency. The skills of the artisans is what gives India its beauty and
identity, by allowing mass industry to create the framework which can
be populated with the local skill and talent, a new one of a kind crafted
cityscape would emerge and manifest itself through everything from

architecture and transport to clothing and products.
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City
Population
Area
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Gandhinagar

Ahmedabad

Ahmedabad
4,004,583 (2010)
475 km? (183 sq mi)

EICECH
4,004,583 (2010)
475 FI2 (183 3 1)
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As the city grows, the cities nearby become new districts,
and people from villages located further away resettle or
travel to the metro in search of new business opportunities
and a new life. By 2030 a rich wealth of craft skills will move
into Ahmedabad, shaping its future.

ST ST 98T g1 211 © 9 9 3 UM & S8 & 36l a7 ofid € AN
¥ % TGl T& At @ A1 o GG &I § A1 ol 7 A e
A T4 [ & o0 987 @1 7% q%T & €| 030 AW ddb e
AT T B AL HEHEAE ST T T Wi &1 Famn |

) Mehesana
Brass and copperware

@ Kutch
Clay relief work
Painted teracotta
Katchhi embroidery
Rogan painting
Bandhani
Applique
Namda - felt making
Wood and Lacturney
Ajrakh printing
Silver work
Bell making

Patan
Silver ornaments

Dahod
Silver ornaments
Bamboo basketry

Sundernagar
Silver ornaments

Rajkot
Silver ornaments

Jamnagar
Silver ornaments

Anand
Agate stonework

Bhavnagar
Agate stonework

Kheda
Brass and Copper ware

@ Surat
Terracotta and Pottery
Marquetry
Patku weaving
Sujuni weaving
Devru Embossed Metal
Vaaskaam - Bamboo Crafts

@ Vadodara
Sankheda furniture
Brass and Copper ware
Silver Ornaments
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Ahmedabad will act as a hub with craftsmen and customers
living and working in the same place. This will create an
collaborative environment for the artisans to co-create
with each other and other disciplines as well. It will be
easier for them to be present in new markets and be more
reactive to change. Therefore, the crafted products will
be better, richer, more sophisticated, unique and highly
customised and personalised. With local making facilities
for local customers, and minimised transport and storage,
a ‘slow industry’ will emerge. Both Artisans and customers
will have advantage from this new, strong relationship:
products will have the ability to be easily fixed, transformed,
upgraded or recycled, which will prolong their life cycle.

STEHETANE Ud UAT & 21T ST I 3T TN Ue A1 78T 3
B T BT | T TH R BT AAE A 26 S ST U
AL % AL AT IR IR 0T 0 = A & W B BT A |
e [T 31T U i 7 uRed 21 S 9eard & WY dlddd e
AP BN | S et @ o T dear Hue fee e A
T ol %7 & AR &7 | 201 Tral & forg 2201 e et
M 3 & A J9T FA & HR @ IEANT 39T AT | 29
T T gEEId AR YA ST F &6 A S g ael

Customer benefits
personalised and

AT F AT F
RIS R GEIE]

customized products  zeqTEY

attractive price

ElELEaE G

development of a

FTER F A1 =TT

close relationship oy & fawre
with the artisan

product updates

repairs
recycling

ERIEEEREE

Artisan benefits FRNT AT T

better accessto a AT T U e
variety of markets forT gaw ST
artisans part of the hub e % sFréwret fRear
access to new, wider qU HHTIAT T AT
range of resources G o7 TN S
and materials T
accesstoothercrafts  gganft % Ex

for collaborative m%ﬁ@qgﬁww
works through cross-  srerrrfaa reme %
disciplinary practice ATETH & HTH FLAT
improved AT HATT 3T ATt
communication EiEd EXIC]
and strength of EERE TSI ET
relationships with

customers and

collaborators
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Product example no.1
ID bracelet

3J9IE 3ETE0T & A 1

TS I
electronics / RFID
TAFCIAFT [ ATRATSST
silver ornament metal carving
T 3 AT oTq Taeft
bead works
HAFT FTH
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Product example no.2 3d4re 3c1e¥0T No.2

Crafted Auto TR T ST 3ifer

Applique Kutch embroidery Vaaskaam - bamboo work

seats decorations auto structure

decoration accessories seats structure

IEEE( electronics ATERTH — 79 FTH

et 5=

Woodcarving
dashboard
accessories
THRET T AT

Al

P

Metal work / casting
fims
mechanics
accessories
T T | FTEET
o

RIEET]

GIRIG)

TIETE
HTHTT

° Marquetry
dashboard
accessories
FETEE
FeEE
AT

Q

Leather work
edgesbound
accessories
FHE T FH
arer fpmet
HTHTT



Craft transport map
2050

Smart roads
connecting
different crafts
clusters together
with the city.

TE T ST
B AT
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Gandhinagar

Hybrid crafts product
junctions  where  the
artisans  will exchange
their skills and goods and
generate smart business.

A foed age &
@l T HEAT O
Hel AT T Bl Th
TN % A R F
are FEEterd qdn arAdh
e 2.

Smart transport vehicles which are
automatic and driver less. Artisans will
use this technology for transporting
their goods, and this will spread their
business and help them develop an
advanced market for their craft.

ZITATI HT AT F& -
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3.3

CRAFT RELIGION
hIFC TH

Riiver Cheng = Royal College of Art
Moto Takabatake - royal College of Art
Sunil Kumar Gupta - National Institute of Design

Priyam Doshi - National Institute of Design
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SUMMARY

Religion can be understood as a system of values, beliefs and norms that manifest themselves in various symbols. It is believed that
religions emerge as philosophical responses to their times and changes in values. If that is so, the religion of the future could well be what
we call the “craft religion”.

The craft religion is based on the values of sustainability, unity between man and nature, solidarity and action as a path to spiritual
bliss. These values shall emerge as paramount in the future India because of the rapid changes this society is witnessing and the needs
that these entail.

The Indian society is becoming increasingly consumerist and demanding more industrialization and commoditization. Add to it the
dwindling number of craftsmen because of better prospects in other occupations, which will make craft increasingly more exclusive and
unaffordable. While consumerism is on a decline in the western society, it is being lapped up by the hitherto “deprived” Indian society
and shall continue to rise because of the economic growth. Migration and shift from joint to nuclear families are leading to growing
individualism. However, the story of the west teaches us that the seeds of consumerism bear fruits of emptiness, loneliness, creation of
waste and depletion of natural resources. Eventually the need to reconnect with people, nature and the self, the need to conserve and
create rather than consume and deplete emerges. When experienced by more than a billion people, needs will become values and values
become religion - the religion of craft, in temples of craft, where people find peace in the act of craft and connect meaningfully with others,
where the creator and the created unite.
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Research

-High Degree of identification with religion in India
-Co-existence of various religions is unique to India

-Religion strongly connected with life & craft in India

oller

- &1 TP UgdIol
- af91foret ¢l DI AB-3RIARa
- €13 DI 9IfeU 3ii= Sfidel A 31821 AddalET
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THE RATIONALE OF CRAFT RELIGIONS  9Ifc{U €391 Bl 3IIEIR

SIAffARIT SICTUDICID URHIT SErepIctics uRetra SIARIDATY
Phenomenon Short term effect Long term effect Need created
Siiceiipiaur 3 adiast

Increase in industrialization

Depleting natural resources and
accruing waste

FHicll b sTeigotl I &2, aIcl- § Tt A8

Miles of waste and landfills,
Wall-E effect

depeufp siaerll @bt st

To find alternative material and
energy sources

IUHIDAMIG 3 dGIA3T

Increase in consumerism

Sitaotdictt

Commoditization, indiscriminate
buying, use and throw

BrAfdast XRIGeRY, “sAcdHIeT B3 3R Bopl”

ISt

Consumerism disillusion,

appreciating emotional connect
in products

SUHIDAIAIG Dl oIf 3911, T3 3 HId Dt

icietfer Shidot, 3138 Dl st

Sustainable living, search for
meaning

URAR, IRJDA WRAR A BI¢ RIAR Tt 3i1R

Migration and shift from joint to
nuclear families

RIS, URIARID ATl T Byl

Individualism, breakdown of
family structures

SIACIUoI, TciiUol, 3ICTeId

Isolation, emptiness, existential
crisis

BI3IYUT AIolE] , BT Dl NS,

To connect meaningfully, seek
support structures

I - SICIDRY TATART

Craft as an economically unvi-
able career

Dl Blc] ACTUDR

Dwindling number of craftsmen

HASoft orferuape iz erfeud

Craft extremely expensive and
exclusive

orfe[uell D YAl ML DA

Affordable craft
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In India, religion forms a strong under-current in the way people think, act and live. Over millennia of the their existence,
religions in India have continuously been shaped by the changing times and values and have in turn shaped people’s ways of
living life. Because of the strong influence of religion in people’s lives and their enthusiasm and involvement in all things is

religious, including craft, we chose religion as a theme.

11T 31 €39 3T STdoI9Ictt DI AGA SIE1 AHILI 5 . A D BolR1 AW DI
SATBIT AThHl & f ¥IBT €139t of DAt clloll B ARIR 3T TIABIE DI SDBIR Sl
& TeTa! AT A Ioeid HORI D AT doeldl i 3. 43H DI HRARI D Sfidel U2
STE URHIA & 3iI2 AT (IdAfD DIRAT 3112 AR 3 HRARI IARMIS 3112 FSTolAT
3 91191 TXel 3. 31T e1391 b Bato! aftrr @ U 3 Foll.
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These “needs” that are likely to emerge in the future, shall penetrate into the religious values, and the new religion of craft can emerge as
a consequence. Just as the core values and beliefs of each religion manifest tangibly in various practices, activities, artifacts and spaces,
the core values of the craft-religion (sustainability, unity between man and nature, solidarity and action as a path to spiritual bliss.) can
manifest themselves in the following ways-

1) A temple of crafts with serene surroundings that facilitate thought and creative action

2) People visit the temple and engage themselves in the act of crafting using materials like waste that promote sustainability. The act of
engagement brings them spiritual peace.

3) People gathered in these spaces interact and learn from each other, regardless of gender, cast, creed and age. This establishes
between them meaningful connection.

4) Artifacts like books on craft techniques and philosophy shall be available in the temples, much like religious books in temples.

5) Craftsmen whose lives and skills epitomize craft-religion shall be the “priests” of the temple, helping fellow men and women understand
the techniques and philosophy of craft and craft-living.

6) Festivals are a way of celebrating shared values together, facilitating community interactions. So regular craft-festivals will be
conducted where people can gather together and experience the joy of craft-living.

ol A18i} sraoRIaAIsil ot s1aftRr 3 Srustol lol @t AIdor 3teifch 8. SIDAR VA1 ol U= Bl Sra9RIDAISL @l AIA9I ergfcD FIeTRl 31 81 Siretr 8 3112 e 3r{Uolol BIdl Bd
GRRIT &9, Sil af Al Ife[u-eRg @ JU 31 IR ADAI 3. SIRT RDIR 82 ¢RdA D IR 3R ARG DI v Ugdbe U BIAT & I3 2t 9Ifeu eRet D R iR Aferie (31t si3grr,
SAIAFRIAT , DIg-ATel, 3112 yZaydf 3112 Aleld @t Bapdr 3rerdr 3icdd) sfl uzae 3 531 RDR B1aTl -

?) 9Ife1U- FiGR STa1 DI AIAIARVI IAGIAADAI DI IGIAI SOl

Q) cliol 31 613 3 9IfeTUDRI 31 H5IGT &l 361G DI 3G D2 AD 3. $AD ¢liv d SGJURIIGH, IDPIR A3 DI UZRIIST 8l B2 AD & Sil UFRJATARVI D ¢IfC ISR Blol

3) A G 3 82 DI, SIAf 32 3R D clleT AHARIT 81 Ahal 3 SIRRI IoId di v ARLAD AT S AP &

¥) SIRT R dc3l 3 erafc YIad It 3, 3t uzepr2 331 #icf 9 oft orferu @t axRRn iz Ggrer Jeraotelt GAAD clloll abT ARSIGI9MGT dbIaft

¥) 537 363 D “YSIRT” AT 9 q 9IfeUDR B! SN Sfaeruid IfeTu-GI9rel @ ARSI U= Tt 31 Ardf A sl @I 9Ifed el 3iR G9l6T U ARIIGIVI6! D2 AD
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SYSTEM

Here is our proposed system. First, Government makes a rule. In the
future, the energy is precious, each country needs to control their
usage of energy. we propose to build a Craft Temple. Normal Family
their quota is 1000 degree , the craftman live in the craft temple has
2000 degree, because they teach everybody to do Eco craft. If people
make a lot eco craft, they can get more quota to use. People can keep
the quota or they can exchage with the quota store, exchange to tax
reduce.



An example of future craft

Like shown in the images Use different craft techniques and using
e-waste.May be come up with a new craft called PC Board craft.

Examples: PC Board and the technique of rogan art, or mixing
stone carving and PCB boards.

STaftRr 9Ife1y @ 361836 -

SR afeR 3 gRaen srn 3 afdiforr amotie! 3l IfeTd T IWRIPT B2 § B DI IURIIGT B3
39T olu 9IfeTU DI UD 3518636 Aol 3 SIF a1 Ul dis orferu @ U A Sirol.
361836 - Ul IR 3l IsTel wetl, =M ARG oreproft 3iR dizft dvs uder @t awefie.
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CONTEXTUAL CRAFT

STUDENT PROJECTS

4.1 Prarambh

4.2 SilpaCharka
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4.1

PRARAMBHN

Monika Chandra - national Institute of Design
Richard Gupta - National Institute of Design
Matt Batchelor - royal College of Art
Tokushu Inamura - Royal College of Art

Nick Paget - Royal College of Art






Prarambh is a convertible tote bag and work mat that helps craftswomen working
athome divide their professional and domestic lives. Craftswomen have to balance
housework, child care and their craft work making it difficult to focus, particularly
when transitioning from home to work duties. Only used for craft, Pararambh
provides a mental cue and clean space to concentrate on the task in hand. When
not in use, the mat gathers up to form a stylish tote bag with which the user can
store and transport their work safely and securely, whilst displaying their status as
askilled craftswoman.

Organisations such as Gramshree, an Ahmedabad-based NGO, are training and
recruiting local women living in the city’s slums in craft. This helps them to gain
some autonomy and social standing within a traditional community that has
historically limited women to domestic and child care roles. Many women work
from home or each others’ houses for much of the time, with no clear physical or
mental boundary between their work and home lives.

The women gain pride in themselves and a support network, and have a way to
express their autonomy and contribute towards their family’s finances without
ostracising themselves from their community. We have designed a product that
helps these women focus on their work and enhances their feeling of being part of
aprofession.
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GTEA THITeadTT IT 0T FTE TIH T AT I TZHT GEAT 70T FTHTH HTAITA T
TRt 7 ITF T 7Y UF AT TF TFAT FT AAT 7@ § AT F2AT 8| 3
et & AT g FTH FTS, TG H T SGATA TF ATTAT 5 HTH HTT H TTATA
FSTAT FET AT vFS E1AT 8| TE T FHF F2T FTFTH FITH g1 A8 1 af oF 378
FTH FIA & T AT AFTITHF AIATGF GHT AT 3T ATE U T €T IqT 5
ATEF T SATAT FTH L AT F FT G| T T HTH AT FTIZTRIA7T 8 aF rarar &
TH GUE FT TF I FT ET § HAT ¢ o7 AITH H TH FE1 1T AFaAT 5| TTEA
THH LT T T MU FTH F1 FAATAF TF ATAGTAT T TG AT AT AATT F 1
TATATT AT |

qTAT (FgAETITE =71 a7 NGO) a7 geqry v ra af eqat § wg4T a1a71
et &7 Tt ¥gs YH1T & geaaiad ua wATeqs® qf oreqor § TgT g T "eav
& AT FTH HTT FT WIRT 91| TF G977 § wgt Caat w1 gfwwr Faf agi 71
IGYTH, T FTH FTF a T af wa & agt 0F 71+ g7 Farat w1 srew Fadz a97
Az araThSE wiagT 779 FIF F AgTAE g 2

st I srent aT Carat ararh s et ¥ geww Taigw agq afear s snf &
TawTa § 933 T 12T | T8 THTL T A949 T 90 sreqaizg v 939 au9d+ w7
T T FT ITH FIT § T4 g% &
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“I have to prepare myself mentally before
I work; I only have a limited amount of
time to get the job done so | must have a

clear mind.”

“FTH HT T TEA G AT AT HT
AT % € F TITL FHIAT TEAT 8| AL
qITE FHTH X1 HTA 6 [ a0 G 1T 9d G/
SIAT 8 TH1 0 HTH 9T T AT o6 { q7
T &7 1T T AT IgT MFTF 87




Hasumati, Embroidery Craftswoman

Hasumati, one of our creative partners, has worked with Gramshree for about five
years, spending two years printing patterns before she learned embroidery. She is
married but lives with her parents, brother and her two children in the Rama Pir Nu
Tekro slum. She works from home as her extended family are not comfortable with
her leaving the house for extended periods. She is the sole earner in her household.

She feels proud of her work. Like many women, Gramshree gives heralot of support,
but the work gives her aninner confidence. She likes to show her children her work,
so that they canrelate it (and her) to other embroidery. She struggles to pay for her
children’s education but would like them to join a profession such as medicine or
engineering as it would give them a higher status.

Hasumati has recently attended a machine sewing course so that she can start to
work for herself, as a way to get some more independence and income.

Work deadlines can be stressful. Sometimes she plays a game to clear her mind, or
takes a tea break with her friend Hina, who she often works with. Staying focused
can be a problemwith childrento look after. If she has to work at night she will often
do it at the same time as her children do their homework.

AT [(FETS Tored &ar)

AT, THTYY UF FAA T THATHF FTAT, T ATGT 97 a9 17947 F 917 Faary g,
fora® v I a9t gF gt TP Caara & w10 FFHA7 3t 39% a1 37T FTE A7
wfererer Cerar| ggaat vh Caartga afg«r & aveg F staw wrar oarn, ar sz agi F
FITTTATITT T ESHFUT TEATH TZAT | T AT ITTEHT T FETE FTHTH FLAT & FT1 5 ITHT
FTZT SATHT FTH FIAT THITA F AT FT T THTT TET 8

T a9 FTH F U1 G 79 Hgga HTAT | A77 TAa1 #1978 ATH47T T 378 dAGF TH1T F AT
fau & weeg FETE FT FIW 372 UF aeq Fa1q 9279 FAT 8| 372 77 aFT F1 ATAT FTH
faaTaT agd 763 3| HATT F ATHAT TH THTT ST 9 Ivg AT ITh HTH FT AT FT
IIUT| T AT agt w7 {orea7 g F Tau w187 g9 F#T TS AT ATEATE R T STF 9
a7 giFey, eF T 97T I7 37 77 9T FY|

FHAATAETA &1 & Faars 7oTa & w18 F79 w1l e Paar g 97 § 37 T o103 s 53
FTH FIAT ALET FE Tk 2T TF TqTIAT & T I ToH|

FTH GITHTT & T AT HIATHE ATTAATIIH Z1AT §| FE AT AT TF K7 997 TF o777
v@q & FU FEan@TFT agaT) F 1T Aqre¥T gAd’ g oY A7 faar £7aT | agi a1
TFATA F qTT AT FTH TT eqTH ANTATAGA Hf SATS LN 21T 2| AT T I TF T a0 § F1H

FIATET T F AFAT TFT AT TETS F GHT T HTH HITAT THT AT | THT FIF IT T FT8
FIAF GTT AT TGT AT TETE TT AT eJTH S TFAT
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“My parents allow me more freedom
because they can see that I'm working”

¥ qTaT fuar 9 gF A u® sgaaar & 1
gqAfa T e FATF I I@AFATE R 1 H
UH AT HTA KR8 "
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Hina, craftswoman (best out of waste)

Hina,a10th-grade highschoolstudent, followed her mother (anembroideryteam
leader) into Gramshree and now leads a 60-strong team making haberdashery
and jewellery out of waste fabric. Working helps her pay her way through school,
and she would like to study further.

She lives with her parents and younger brother in Rama Pir Nu Tekro, working in
the family living room. She sometimes works with other craftswomen outside
where they can tell stories and talk about Bollywood stars. She likes to try new
ways to use her work, such making artificial flowers. Hina shows her creations to
her parents and if they like it she makes more and gives them to friends as gifts.

Hina is an example of the changing attitude towards women’s roles in her society.
Itis not uncommon for girls as young as 13 or 14 to be expected to stay at home.
Through craft women are able to have arole and identity outside of their house.

TgaT, farecwal( e § ¥ I%2)

AT 9 za ad gga £ 7 XTI 8| T ATT FIAT F ATA(FETS 2¥H * T ATST) A19A7
STAT FTAT AT 1T o7 T g7 60 T 7T #7T AFgT 2 TH F 7 A1 | TE ST Fez AT &
FEJE FATAT | THFTH H T ATT EFAF TR IT I ITAT 8 ST AT TZT H T 5T TGAT 8|

T oraq ATAT TATT UF T AT F A1H TIHT G  THT &qT # TgaAT 2| Fgar w2 a1e
ATATFHTH ISF H FIAT ¢ MTFHT AT T AT T T UFHTTA F AT ITET TS ATAT & 3T TTT
ASTH F AT 1T ATAT FTH FILAT | T AFHL TTA TS F ITL H FTT FLH ATAT HATLSTT
PFITFTAT | T ATT FTH T SETHATA FIA F T3 17 AL ATATHIAT S AT FTFHFIS F
FA FATAT| TEAT AT FTI7 T TAT FEGY 7 ATAT T 0ATFY P27 2 2T 3T% r=3;r
FAT IT I TH ATT €T R T 19T THE FIAT g

feargars # Parat 71 qf 7wt % af 7 gz gf oo w105 3gTem g

13 7 14 39 F1 gFF 7T F FT 9T T2 F 1 STHIE PFT JOA7 SIq797°7 87T 8| gTaAiaF
foren & wreaw & et stz gafaat 1 97 % grgv us g w1 vd gg=ra o are g
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Ideation and Concept Generation

Refining our research, generating and developing ideas.
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The crafts women often like to work outside the house.
The street becomes the work space. However, there is
no sense of purpose to such a space.

rreq AfEART &Y AFAT Gy & FIgT HIHA HFIAT
qdE §l GSF HIH FIA T FIAE 1 SATdT gl
gTAIT, 981 39 d¥E & UF dfeT & ToT 3827
FT FI$ ATAT ALY ¢l

Simply placing a mat on the ground creates a change in
space. It now makes it explicit that it is an area that isin
use, and affords a expansion of personal space.

JH U dGcls JTHATST 9T IHafear # vdh gfi¥ads
FATAT TG@HI| 379 Ig TUST ¢ % I ' 97 &
39N H § 98 Ig § T garar g, AR sgfFqaa
Faf¥er & e Taedar &ar gl
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Thirty two pockets with windows
can either be used as a calendar
or picture frames.

TEsfeal & ary T g a9
gT dY THh HelsT & §T H TIATA
Pear 1 g&ar ar TaFay HA|

Stitched fold lines control
the folding of the bag.

el a7 ATt T HY
ag faafaa s g

Wipe-clean polypropylene
tarpaulin fabric on outer surface.

IS ATE 91837 Adg U3
qieTarars e faiard 3|
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Transporting work Laying out mat Ready for work

af¥agsT H1a Ters 91gY TaoTa 1A & T dIR
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Final Design

Prarambh is a convertible tote bag and work mat that delineates the work and domestic contexts for
craftswomen working from home. When folded into a bag, prarambh becomes an elegant, modern and
stylish tote that can be worn with pride as a symbol of the craftswoman, while at the same time keeping
her materials and work safe and clean. When unfolded into A work mat, prarambh defines a space in which
craft is carried out and by sitting on it the craftswoman experiences a transition from the home to work
context; the mat helps to create a mental state for craft work. Other people can see both a personal space
and that the woman is working and so are less likely to disturb her on the mat, helping to create the peace
of mind required to produce high quality, professional work. The mat surface helps keep the work clean,
as well as providing a clutter-free space in which to work. The organiser pockets around the edge function
as a calendar to help manage deadlines and events, helping to eliminate mental clutter, and as a means
of personalisation by holding pictures or objects chosen by the craftswoman such as their favourite
bollywood stars. Made by the craftswomen themselves, prarambh has a wipe-clean underside of tarpaulin
material, closed cell foam padding and a cotton top surface for comfort. The foam padding and stitched
fold lines ensure that it folds in an elegant manner when the cord handles are pulled.

HHTUS THAT

T TF TTC5qVT I UF Fe g ST AT A I TEHT geaf ueq F7 F79 FI9 1A {571 F 7vq ud Araq1f 715
el BT U FIAT | TIET T A UF F4F va snygf 75w # ot vatqq grsrar g C5a v & v Cusgwreay
TEATA F T TTE TETT ST AFAT § T AT gT AETT F T AU AT o (TS FATHAFAT | @IS T T TF HE 7 AT
2 ST FUeTFHTT F FILT STFIT GIT AT TATT AT IATAT §| TH STATT FTF 9T gETT 17 F37 a1 Faat avq &
I TF T F ol eada w7 aqua FTTFAT 8| T8 e =7 Dot F1 w180 777 F srqga araf g Ceqfy gara
H HETAATHFTAT | T F oA77 a2 DAl 1 THTTATF UF 7T M7 F FTH FIAT G ITH FTH H A1GTATATH
FT P17 FT TFT §| T TIH1T 7 a1 F1 IFIAT TUATT AT FTH FIH F T A7 AFT ATITACT 0 FHAT 3|
T TAF KTH F1 €55 AT AT &7 AG €qq TGAT 2| T DHATL IT AT T TF ATTTAF F & § FTH HIA T
g TAH FITEA FATT T2 FTH GeH FIA 41 qf I, FI2 @THATHL AT F1AT Feaf vt & geat a7 a13 vaa
FETAATFIAT §| ST AT H ATH THT F 1A TGS FATHTLT % [ TFAT AAAT T F ATHT A2 H1 T UF AT 077
=T 9T FHATE| =7 Dt w g greraare Ora v wriw w1 Caweaa areniaT £1 8 o 3t gqg AT w2
F 18 T2 g| FA9easd iz U7 a8 F a7 § TH TLITL I979 % { a7 BIH FT ST FHITT97 3| T2 F @1+
SR 97 ®1H 3T Paaregef Faars o8 ua stwds a97F § g2 97 Ggraar #7a T g
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SILPA CHARKA

Azam Arastu - National Institute of Design
David Stevens - Royal College of Art
Devraj Bhadra - National Institute of Design
Emma Laurin - Royal College of Art
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Silpa Chakra (circle of craft) is the conclusion of a contextual study of the Indian
craft sector. Crafts have largely become enclosed within two niche markets; Luxury
decorative items and exports and cheap low quality semi-disposables. Both of these
have limited markets and craftsmen with concerns over incomes, working situations,
and futures for craftspeople.

Silpa Chakra aims to establish a wider national fair-trade market for crafts by creating
functional objects with traditional methods.

This is done by a co-operative of craftsmen, creatives and business experts. The
creative team develops a collection of functional objects and systems that become
frames to contain the craftwork, celebrating the individuality and liveliness of the

Silpa T (RIed & Th) AR ReT & & v TRifs 7egasT # Fvay g1 Req
A AR 9T & 37T SERT & i Horgel g1 a0 §, oo Halrae! aegs 3R o
3R FET FH TUEC € disposables| 3o aHl T HAT TR R FRERT F fow
3T HT R i, s Rufad, 3R arer & arg SRR #r gl

Silpa = IRIRE Al & Y FrAcHS TEGINT T F @’ Rew & v v
Y TS fTsgeT SR SeiR T 1id e &l

39 FRPRI, fohufea 3R IR Gt & e @Rl ganT fohdl STdm g1 &l
& FfieAs a3t R gonfort § % e a3t craftwork I Ut & forw, safddca
3R ReT T JTSNTIHT T STeaT Helr T & R a1y €1 veh died fenfager v ey
W & TAIT 3UGFd Feled ol HT Teh HIE AR HIaT ¢l MEA, Teh dodrse g, 3R
Tl Seurel @ 9w, RIeT § fh 3¢ o) fhar S @shar 8, 3R SRRT 3ueistr
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crafts as well as providing an aesthetic guideline appropriate to a modern household.
Showrooms, a website, and catalogue will present the products, the crafts that can be
applied to them, and craftsmen available to work on them. The customer’s selection
are given to the company and forwarded to the craftsmen, who produce and sign them
in their own settings. The products will be picked up and quality controlled before
being delivered to the end user. The example product from the collection is a modular
bamboo-frame system that can be covered by any number of crafts and adapted to
form a variety of furniture pieces.

Silpa Chakra is a new and exciting way of celebrating crafts, craftsmen-designer
collaborations, and to preserve crafts in India. All while improving life standards of
craftspeople and getting their work recognised and appreciated inside Indian homes.

3 W HHA A & AU AMga & 79 F v Foel 1 fGar 3R FReRT, St 3caed
3R I Ta AT H 37 W gEAER HA & AT FST S g1 3cdrel ISR Seamn
3R U & 3 IUATHRAT & forw Rar o w1 & yger AR daw & e &
374G U AlSTeR a1 S gomell & 3 Riew & el o wear & qanr &vav fomar o
Fehel ¢ 3R ®edleR & gohs A vk A & fIT Bt & fAw siegge B

Silpa T FT A FAT RNed, FRERT BABAT TGN HT Teh AT 3R AATTH AT
g, 3R oRd A A= H @ e F fav| gl FREORT & Sfaed R F GUR o
3R 3% FH FT ATTAT &7 3R ARAT = F 37eT HT TG & T ¢
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The Story of Silpa Chakra

We developed Silpa Chakra (circle of craft/creativity) in response to a number of insights during our
investigation into the Indian Craft sector. Our focus sought to explore the context in which crafts are
produced, sold and used. We found that despite being the countries second largest employment sector,
craft products had a tendency to fall in two niche markets:

1. Decorative and expensive. This refers to high-end, exclusive and luxury items and exports, with an
estimated 50 percent of India’s craft produce being exported.

2. Cheap and low quality. Found at the base of the economic pyramid, craftspeople have become mass
producers, churning out hundreds near identical items with low quality of materials.

Craftsmen we have met have concerns about their incomes, working situations, and possibilities to
adapt to new markets. Many craftsmen expressed interest in new possibilities within their craft and in
finding a larger market for their products, but don’t know how to start.

frear T FT FEET

& ARG ReT & &7 & A ST & kil 3idese & Tdh e & oiae H Silpa a5 (Req /
TATCHEAT &1 o) FanfAd $i Bl §ART L1 Hest & S Rew, Scurest ax @ § =1 3R sxaaArer &
Tl ofeTlel T AT | gHA 9T g T fRar ST tgT &R o STase q@Ew qed 931 ISR & &1, Rew
3curel @1 yafed & e aeiRt 7 frae & forw frar o

1. FomadY R A §1 Te, 3T9 Id, AT IR dFl aEGHT IR AT @ geier § oRa & Ry
Scdret fAdid frar ST T @ Ueh AT & IHFER 50 gfcerd & @

2. @A 3R FA AUTE| IF PR & HUR R qr, HIRT S Sedieenl §e I7C §, AT 6
& IUTAcl & WY FHA HgH I8 Hehsi FTET HY|

RegpRr ga fFer & 39 3 & IR d Ranf, & fufagl, 3R Jeansit & v et & o
ool Bl HS HRIRI H 3G Foll & iR AR 39 3eurel & AT woh F37 R denee # A
AT F I cFFd Y B, Afhed HA YT FA & AT g G g
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“We would be open to trying new things and making different
products, but we don’t know how. We don’t want to risk losing
our market...”

“I like crafts, but | can’t buy them for the things we use
everyday, they’re not durable enough and the good ones are

too expensive”

The space between niche markets for craft could be covered
by functional products, since we noticed the middle class
purchases crafts in response mostly to tradition and religion.

A stigma against craft could be felt amongst many people
we met. Everyday functional objects were bought from mass
produced sourceswith western “universal design”. The crafted
versions were described as low quality and unpractical.

“gH S S ST RN FX W@ § 3R R_ffesT carer wr
T & T gor gem, ARk g7 FET e R HH|

T 3% WG AGT R Thd &, HIH A3 =T8T they’are
3R 3T AN F S HgIm W} R

e & I 3Tl aTo/Ry & & 37aRel, sicA® 3carar
& ZANT FA AT ST Hhell § & 916 ¥ §H SAGIAR WO
3T e & Sare 7 #Aeg gt @lig e @l

ReT & TWATh TH Folh Hs AT g7 For ST
HEYE T ST @Rl &1 8 ST drdicAsh aegsil afdesdr
“Fraife Bemsa” & Oy 93 3\ W Icae Al &
GeT AT AT| AR T ST FEROT HA Iordear AR
3egTaeRe & ¥ & afota fmar amm|
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Time and Craft
Iqg 3R FFe

Colonial period.

Indus Valley India's share of
Tibeto-Burmese civilisation. world income
tribes migrated permanent collapsed from
to north eastern settlement . 22.6% in 1700 to
India. Made Hand craft was as low as 3.8%.
hand craft for traded with Hand craft was
every day life. other cities exported

Craft has evolved at a different pace than society - It has got
stuck in niche markets as decoration and not as functional

ShIFC HATST T Jolell H Teh 3efdl M A fAhfAaT fohar
IRAT § - IE Fllde & FT H T IR H g -1 § 3R
& T H s T4 Rer §

One-sixth of
India's popula-
tion lived in
91.3% of the cities
population still lived because of 1.18 billion peopl e

b in villages industrializatio n 30% live in the city
s .
1773-1947 1920 1951

10th Centur y B.C 2800 BC and 1800 BC

A disparity between the pace of evolution of crafts and the one of modern life became
evident. Crafts were developed as functional in their past context, yet as Indian society
quickly evolves and the context changes, the crafted objects cease to respond to the
needs of the emerging middle class, becoming religious and decoration items.

Ried & fasra 3R 3myfas Shae & & v & a1fd & & 3\ Tose gl I1am
e, 39T 31T & T H FTcrs &7 & [FHfaa Fr 71w 30 T IRAT A &
& & Sedr fasmf@d AR dest gerar §, AR A Sl aw g3t IR AvgH i, enfdie
3R Foae & FHA g4 HT TR & v gfafhar & & ov guy
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2010
Present

Existing market channels for crafts in India include luxury shops, tourism, NGOs
concerned with craftsmen’s quality of life and preservation of crafts, local street
markets, and collaboration with international brands and designers. As half of India’s
labour force is related to craft production, there is a vast opportunity in finding new
channels.

aRa A Ried & v Hisper aoR Aetell [ef@ar & gehre, sded, HaRrda sist 3k
ol & ATY ShaaT 3R ReT & TET0T, TAAT el IR, iR TAEIET & HRIRT
T JUTECCT & HTY HEY IR-ERHRT HITeT AT 8| SR Sl S AT I T Scret
R ¥ Tafd § & §T A, T@I AT AeTall I Tioled H Th FQT 3T §



The Concept

Silpa Chakra is a company aiming to establish a wider
national fair-trade market for crafts by creating functional
objects through a system designed for the benefit of both
craftsmen and end users. We aim to find a middle-ground
between Indian traditional heritage and western ‘universal
design’ without compromising the creativity of the
craftsmen.

Silpa Chakra proposes a cooperative of craftsmen, creatives
and a business team. The creative team will develop a small
collection of objects that respond to the needs of the
middle class and are contextual to the region as well as the
crafts available and the lifestyles of the craftsmen. These
will be functional systems or typologies that become frames
to contain the craftwork, celebrating the individuality and
liveliness of the crafts as well as providing an aesthetic
guideline appropriate to a modern household.

ThouaT

Silpa T TEH YU gt FRIPRT 3R 37T ITATRATIT & aTeT
& T fBoea fohar arr & aAregd & FrficAs aEg3i ol &
ZarT Rieq & oI v eardes TSeiy fAsusy samoR deiR e amiad
FLA FT 8T Th FYAl gl &7 HT TWACHSBAT I FASHAr o
e s aRuRe A 3R afRaeh ardeiifas e &
T v TeaE ST e & 3327

FHERT|

Silpa T FRIRY, fhufead 3R v AR gor & v Tgael &1
ST ¥l TaellcHA® O g3 § T meas @t i st
SO § 3R 59 &9 & Ty & e 3ueey § 3R FRERT
Shae el & o g & & T oI ¥ TUE F [hg grem|
SoT MTcHs® YoTTell AT typologies g T & fF el craftwork
N bl & fov, TfFaca 3R Rew & i &1 s Jar
T & 3R @Y @ us dicd Renfadyr e syl wo& v
3T 3Ty e & forw fRar SoeT)




The System

The collection will be presented in a showroom as
well as in a website and catalogue containing the
main shape of the items, the crafts that can be
applied to them, the craftsmen that are available
to work on them, and a selection of materials.

The end user will make a choice and place an
order, which the team in the showroom will
forward to the craftsman, providing him/her with
the materials and frame necessary to complete it.

Within the comfort of their own setting, craftsmen
can freestyle within this frame and develop their
skills without taking a risk and producing high
quality unique objects. Each product will have a
signed stamp by the craftsmen acknowledging
the work as well as a card explaining the craft and
process. The products will then be picked up by
a delivery truck, brought into the showroom for
quality control, and delivered to the final user.

Customers

Lfujin

219

Creative
. Director i
Managing Flna.nce/
Director Business
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catalogue online store
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showroom

quality
control

YUTTIT

I TS MEA A R Ay oF dewse R FEr amseA
FN AT IR JFd A YEdd fhar s, @1%%3—3
Wﬁmmm% W%ﬁ?mwwaﬂﬁ%ﬁv
:-mr»r‘ir% 3R arTEl i v Tue)

3 3UAETRAT 30 / 30 RN F AT 3Ty e &
fIT weh geira e glem 3R U Y ¥, S A &7 &
RICTPR FT I g 918 &, 3R 38 W A & faw
3ETH e

Freelance salary
Royalties income

Designer
Network

Craftsmen
Network

Freelance salary
Cooperative
income

39 TG T TUTYAT & IR
F MR, FHERT 59 AT &
R e 3R e ifEs
A 3R 3T IOTdedT JefadT
TEGIT & Ice & foaT o=
Fierer H1 AP X THhd Bl
Jcdeh 3cdlG PRIFRT & i
F TTT-ATY TH HIs Req 3R
gfehdT A FAST TIHR Hel
T TH EaieIiRd g grem|
3cqrel d U gHd ¢ Ganl
3BT SATCdT, I[urdedr fad=or
F v awwm & o g, 3R
3ifaH ITETRar & o fe=m)



The Showroom

The brand is aimed as aspirational for the middle class, but still affordable in the
simpler versions of the objects. The modular systems and objects covered with
beginner level craftsmanship will be price competitive with the currently available
products. The items of higher craftsmanship will be more expensive, but can serve
either to add to the overall aesthetic of a simple system, or to be sold to a high-end
market such as restaurants and hotels.

The showroom functions as the physical platform for the brand. The products and
descriptions can be displayed in a clean setting, the craftsmen can come to work in
the store to show their skills live and converse with potential buyers. The material
library will facilitate choices for products, and the back office will serve to organize
the business dealings.

AMEH

SIS TEIHT T BT FEROT H HEIH 97 & oI JTehiat g, olfchet 316l ol Tech
& T H ST g1 HSZeR qomel R aEGHT BT & ER & RIed @lered &
AT HAR HAT TAAH H 3Ty 3cUTer & 1T Ifaeadt g smuem| 3= Riew
Pierel & 3mscH IR 310 #GT & Swem, JAfhd AT W Thd & AT O TH
TS YOl & THI TlgF & S & AT, a1 59 Re & T 3R gled &
T H TH 3Td 3id dolR & foIv §4ar Sreen|

§iz & fov aiRe 7T & ® & NEH FF T g1 3cdrar 3R [Faror & fow
T ATF AT F veiia Far a1 gerdr, HRERE & H & T & v

319sT ierel &1 orga e 3R Fenfad WiERT & Y ITadid e & fov 31 Tha
g1 @l qEdiord Scurel & fov fasew #r glawr geh, 3R avw s
SR SIAER Hl eTATUd el hl TaT HLIT|

220



The Products
dg 3cdlc

Shoe-rack module open and closed
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The product we explored further is a modular system based on a bamboo-frame
structure that can be covered by any number of crafts. The system can be adapted
into different pieces of furniture such as stools, bookshelves, side tables, etc. Extra
accessories can be developed for this system allowing typologies toinclude tables and
shoe racks among many others. Silpa Chakra is a new and exciting way of celebrating
crafts, craftsmen-designer collaborations and the preservation of craft in India. All
while improving life standards of craftspeople and getting their work recognized and
appreciated inside Indian homes.

3¢UTE §H 3T T Tl SRTT Ueh Ao U i S Tl ¢ for Riew & faelr
o FE&IT & EaRT FHaX fRAT AT Tl § W 3MUTRA Jomelr &1 gomelr 3faferd
A F T 36 GOl typologies Fs 31w @l & 3felar e 3R I &
AMHST e & AT 3e7ATT & & fAw [Ashf@a o S denar & S &er, fovara,
q1Es eodl, IS & §T H Geirer & fAffieet gohsl & TR foham ST Fhell &
Silpa T fRIed, HRERT BomER Tganer 3R aRa # e & TET0r & 9T
HAA & Teh 737 3R JATIS e g1 Tl HRERT & Sfiaet &R F GUR o
3R 3% FA A AT & HN AR R F 3T H AT g W B
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Modules configured into shelving

HAisgel &3 s # fawaed

TV system setup
EdT yomelr 1 TATIST
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Example of signed and tagged module
W AR fHu 3R &7 Algge @ 3aeor
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We have designed technology-enhanced interventions, for
craftspeople in India.

This has been done in three ways, each inspired by a case-study visit to Kala Raksha
Vidhyalaya, an artisan design school in Kutch. Firstly, a low-tech network has been
envisioned that connects artisans to one another, and to a cloud of information
around them. A subscription-service of SMS updates has been envisioned. Secondly,
we have used technology to augment the connection between an artisan and the
consumer: traditionally miles distant, but today perhaps hundreds or thousands of
miles away from each other. This has been achieved by the use of QR (quick response)
codes: a block-printed 2D graphic, that when photographed by a consumer’s
smartphone (or an in-store scanner), will transport them to the artisan’s website,
showing a rich variety of information surrounding the crafted object. Lastly, a piece
of design software has been prototyped, which allows block printers and weavers to
experiment easily with their designs.

WE ARE PRESERVING & ENHANCING CRAFT THROUGH THE USE OF TECHNOL

... through the design of three interventions, created to preserve and enhance the identity, skills and communications of craft peo
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dehellchl dGIAT Geldlel HATG I HARAT HIRERT &
T &1 g
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Our Craft Manifesto

Technological progressis often opposed
to the ideals that craft embodies.
Thus, we created a list of core craft
values, which became our manifesto:
our technological intervention must
preserve or enhance these values.

Craftis...
1. Skilled
2. Creative
3.Unique
4. A profession
5. Working with a material
6. Culture

CASE STUDIES & VISITS:

Our team visited three NGOs and
organisations working with craft in
Ahmedabad, and an artisan design
school near Mandvi, Kutch.

231

AR HIFC GO

dweilehl et 3R g fF Riew et
F R # gde & 3§ UBR, g7 TH
g as AEd Row A, St & F FAN
aNoTaE: AN HiGAIfhr gEdaT @ @m
AT AT AT 31 Hedl A Jhe.

DGR wWN
g
A9
3

Y07 37T 3 kT

FART & H il IR TSR Tetear 3R
T 7 ReT & AT FH W I GISAT
JEAGEG 3R TH FRER st

A, TS & fodhe Thel



Case Study: Kala Raksha Vidhyalaya

An institute of design for traditional artisans, located in Kutch, India. Our three design
interventions were inspired by this visit, where we talked with students and tutors.

eProblem: Students have difficulty conceptualising new patterns, sizes and colours before
producing them.

eProblem: To communicate the skill inside each garment to the customer, who may
otherwise misunderstand craft pricing schemes - the artisan is looking at the garment in
terms of motif and narrative, whilst the consumer is looking at overall visual appeal.

Many organisations have tried to improve craft by giving designed templates to ‘colour-in’,
taking away all creativity from the craft, the part that the craftsperson most enjoys. This
insight guided our design interventions; it had to be one that allowed creativity and self-
expression.

&Y YT FHlell T&T AT

RRETT [RAeThRT, Fea, RT & FUd & v Brsa 1 e gea=. I gaR s
GEASIT SH AT &, 56T gH oMl & A1 a1 @ 3R & 9Ra & e

- AT ST F AC Yo, 3R 3R TT I Theddr F HieAS gl &

3¢ @A ¥ uge

- GHTIT: PTeh H YA IRETT eI HIerT TAE I & fow, S

3egUr Req Hew RO FSAT T g Fhal § - FRR B W @ &

3mpfr 3R T & Heeh A uRwr, agere 3uFar T A @ @ &

79T AN, S TSl I & S ZaRT Rew & UR oot i wfRrer iy § oot &
T SFveied @A, g Rew ¥ I TATCHST, HET e Hhceutdl & qad g
R 39 3aeise AR f3oTga gedeiv WERIA, 78 U § T Toiicarehar &1 Al &
S oY 3R e AT
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1. Identity Craft:

\\“\“\\’ QR Coded Products

Craft products today are often shipped and sold far
from where they were produced by the artisan. This
distance disconnects the buyer of a craft product
fromtheartisan, resultinginaloss of knowledge of the
skill, time and energy poured into the product by the
artisan. By embedding a quick-response (QR) code

into the garment via block printing or embroidery, a
potential buyer can scan the code in-store or on their
own mobile phone, to access instantly a webpage

containing a rich variety of information about the
craft item they are buying.

2. Skills Craft: Design Software

For students at the artisan design school of Kala
Raksha Vidhyalaya in the Kutch region of Gujarat,
India, experimenting with different concepts and
designs for their work is difficult; they are used
to envisioning a concept, and then committing

themselves straight to the loom, or the block printing
table. To aid the conceptual design process, a
prototype of conceptual design software has been
produced.

3. Communication Craft: SMS Network

Access to the cloud of data and tools that the
internet offers is hindered by language and access-
to-technology barriers for many artisans in India.
We are proposing an SMS-enabled network, capable

of delivering a wide variety of information to the
artisan’s mobile phone.
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SOLUTION 1: EMBEDDING
INFORMATION IN CRAFTED
PRODUCTS

When a customer sees an Indian crafted product,
they will find a square black-and-white pattern
on their garment, called a QR code. Following
instructions on the label, they can scan the code
in-store, or scan the code with their smartphone,
to gain access online to the artisan’s world: their
life, what they make, how they make it, and how
much skill, time and energy has gone into the
product they are holding.

El:[E
Ol

-

Generate QR code Carveteak
from artisan’s printing
homepage URL block
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3curar #

S T AEh P SWAT & T HRAT & SRR
T ST 3cUTe, I AT SIeT Uk a9 @er isafge
3% IRUE W e, Th & Joram

m.mwmﬁmwfa F Tz

Print onto fabric
labeland attach
tocrafteditem

The codeisread-
able by scanner
orsmartphone

The device connects
totheartisan’s
website

IN-STORE SCANNER

The scanner clips onto a coded
garment, scanning the QR code.
The resulting information from
the artisan will appear on a large
monitor in the store.

gl & Thall

T W TheX fFad qRem
Fifsd, THfeer & HIs. TTas
IRUMATIET FRER & SR
TH §S0R ) AR W REs

oI gt .

The website links the user
to the skill and creativity
of the artisan
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(Above) Block-printed fabric, the teak printing block used to create it, and the natural ink reservoir.
(3N) welieh HU3 Flod, TEA HEoT & AT 3& Tl & T STANT selleh, 3R ATpicieh STemRrT FTE.

(Far left) INK PREPARATION
(The s ST0) TIET Iy

(Left) INKING THE BLOCK
(STT) 87T selich

(Right) STAMPING
(|EY) Hafere

9

(Farright) FINISHED PRINTS

(Fex @e) e @aAed
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Solution 2: Design Software

To aid the conceptual design process for artisans, prototype design software has
been produced. The software holds a library of existing block patterns, fabrics, weaves
and embroidery patterns, as well as a palette of natural ink colours. This would draw
information directly from the Kala Raksha museum’s archive of historical and current
craft designs.

The existing method of teaching conceptualisation at Kala Raksha Vidhyalaya is to

photocopy existing patterns, and gluing the copies together. This software promises to
be a more intuitve approach.
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Solution 3: SMS Network

We are proposing an SMS-enabled network, capable of delivering a wide variety of
information to the artisan’s mobile phone.

Typical information sent includes details on markets, exhibitions and NGO-organised
events. The system would also serve as a platform for organisations to advertise
their craft-related work, such as workshops or job-openings. Non-craft-skill related
information such as tips on marketing, opportunities for photography would also
fit well into the system. Lastly, the network could be used as a free marketplace to
artisans to advertise their items for sale, or items wanted.

g 3; THUATH Acdsd

&H T THUAUH-HETH sicds YEdid Y IQ &, el 7 Ta7H
FIR AE & AU SeAsll &1 v @ega @ favar yee=

wiel. fafise FEeR & TRt W v enfder der §, gedfaat v vashst
IS fRar gearsi. RAved geom I8 off Toreat & v v 79 & §9 & qar
AT 3a7sh wERIen3t a1 Al ol & T H Rew q Fefid F awxd
HATerToRe- aﬁemﬁwmwma%wﬁmam BIeEmhT & o 3R
¥ 37T e ¥ Rbe gHT yoel. 37 &, aaéﬁwmwa:wﬁsﬁmﬂm
ST FFaT § FRORT F ¥ & AT 3e9% MSCH T AT, IT HSTH e 2T,

T
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MARKETPLACE
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Tutors: Judy Frater, Sanchari Mahapatra, Daya-bhai, and Nitesh.
The students: Blockprinters: Aakhib, Noman. Weavers: Hansraj, Hitesh, Dhanji
and the rest of the staff on the campus.

Ahmedabad Blockprinter: Chitara Jayantilal Kanchanlal.

And all the students and staff at NID.
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5.2

THALIKALA

EunHee Jo (S&"Y) = Royal College of Art
Mimi Zou - Royal College of Art

Amrita Kulkarni - Royal college of Art
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THALIKALA, or Plateart, is a new craft object which creates traditional Gujarati-inspired patterns using everyday
indian cusine. Techniques behind THALIKALA are the combination of four forms of existing crafts: block printing,
clayrelief, pottery,and the preparation of food. This project aims to bring awareness to and generate engagement
with indian crafts and craftsmen, in both the domestic and global context.
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THALIKALA
Plateart
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Insights:
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Insight: Disconnect

- Large presence of craft in rural and urban areas

- Limited platform for original craft

- Craftsmen are reluctant to relocate

- Craftsmen do not value or take pride in their own work

Problem: Stagnation

- Rural lives and crafts remain unchanged

- Craftsmen could not afford to experiment

- Self-consumption eliminates need for something new
- Large gap between supply and demand
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Research:
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Heat-Sensitive Liquid Crystals

Foods are considered cooked once contents reach 38
degrees celsiust. Over 80% of Indian foods are cooked
and serve warm2,

Heat-sensitive liquid crystals react by changing colors,
and accommodate the wide temperature range of -5 C to
+150Cs,

We found that heat-sensitive liquid crystals embedded in
food plates will react to the heat dissipated from serving
bowls through conduction.

Surface Treatment

Typical Indian dishes such as Subji and Dal contain over
60% liquid content*, saturated with natural pigments
from spices.

Organic pigments from spices average 120 microns in
size®. We hypothesized that solid materials with surface
roughness of greater than 5000 Ra (millionth of an inch)
will be able to retain these pigments®.

Based on this finding and further experimentation, we

were able to capture color from food on plates by varying
the surface treatment.
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In order to create impact, we saw the process in 3 steps:

- Disrupt present Indian craft with a new product
- Draw attention to existing techniques
- Demand interest through involvement

Our big picture goal is to create an inclusive, evolved, and
innovative product, which integrates different elements of
traditional Indian artistry, in order to retain interests of the
craftsmen, and create a sustainable incentive for them to
continue pursuing their craft.
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Concept: Patterns
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Process:

gieha:
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1. We began making THALIKALA by creating Gujurati inspired patterns in
both geometric and henna forms.

2. After tracing the freehand designs, we converted the patterns to digi-
tal format, and laser-cut pieces to form block printing stamps. Ordinarily,
craftsmen would make these by carving patterns out of wood.

3.Two plates were made: one in the size of average Indian dinner plates, an-
other the size of a Gujarati serving plate, complete with small serving bowls.

4, Following a period of controlled drying, the blocks were pressed onto the
clay plates, clearly engraving the patterns.

5. Further dried, the plates were painted. The dinner plate was treated with
a glossy basepaint and matte filler, whereas the Gujarati plate was treated
with a matte base paint and colored filler, representing the results of heat
sensitivity.
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Product
1. THALl ushnata

Subji

Heat Sensitive Material

Dal

Chawal

Inert Material
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Atraditional food plate which reacts to the warmth of serving
bowls, by changing colors upon contact, therefore revealing the
pattern embedded within.
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Product
2. THALI ehsaas
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A plate which looks ordinary at first sight, but upon contact with food unveals
an elaborate clay relief pattern. The specially treated plate surface grasps
onto the spices in indian cuisine, and uses them as pigments in painting the
pattern on the plate.
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Future:

AT

ROTI machhi,

with the same process as making THALIKALA, we created patterns
on Roti. This process was exciting and inspiring, and is part of our
continued effort to explore further applications.
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CRAFT BANK

$HTFC doh

Chris Pinches - Royal College of Art

Teerapon Techapanichgul - royal college of Art
Somya Jajor - National Institute of Design

T. Deepika = National Institute of Design

Benjamin Alun-Jones - Royal College of Art






267



Introduction

The Craft Bank of India is a sustainable financial project that aims to help rural
artisans help themselves out of poverty. The craft sector in India is vast with
over 20 million artisans and an annual turnover of $600 million. However, India
is increasingly urbanizing as people move to cities for employment. The smallest
communities (with less than 1000 residents) are left behind. It is often these
communities that depend most on craft and it is these communities that have most
to gain. Craft Bank aims to address this decline and make the craft sector more
sutainable by educating artisans, documenting their skill and giving them access
to new markets.

FIFE S A AT v gaq B aatemT 8 St e Ssaea arfi| SRR &3
T & e e 81 A geaeat e # fhergrer Rafaamaam s 2 #70E
FHENR &9 § g0 & ¥ THHRT ATATET AT oA oo fHforas siaw g1 qanf
ST ST T AT 9% 2 S afafes ar avma ®§ A A i qermer # ergdd i A
AT &1 Faer Bl aarare T g Tt 8 et St s o 0 0 & F fiaT f)
Tl THETAT FT ATATHH TEART At sraeashar & F0F T sra=T Shfaser 3 forg geasen
77 AT 81 wree % forew & ° fwrae Fr T T, SRR o S2er S fAiawar
T 3/ T & HT qAT TATT HT TATH FHAT g1 THH (o7 Agea ol § FTERTET a7 forfera
FTAT, Ik 9T T TEATAS LI FHTAT AL AU ATHATE TETT HLAT|
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The Craft sector in India is vast. Employing over 20
million people, it is second only to agriculture and yet
it is under threat as there is a move away from these
rural communities towards the city for better jobs with
better pay.

Artisans struggle to access the right markets and
remain relevant in fast moving modern India. The Craft
Bank focuses on enabling artisans to help themselves
through education projects, recording of craft practice
and reward for excellence which help to promote
innovative and sustainable craft. In this way we will
preserve, promote and developing the wealth and
breadth of Indian craft for future generations.

AT FT gEqTal & [aerner 81 FW & 18 I8 T qa9
=T T 8. w67 oft 78 Ty # e R
T JTHTOT T AgAL TSI AT Feaner & forw erg<t #
TATAT T T &1 FTLRTL T Tl AT T TG 6 o
T AT FAAT TZAT g1 FTFE S T i< fewre forer
T FETAT 3 F 7T FENRT T T fvear afvarrsraet
F wread ¥ "aw, forew srerme i RS ud sopar
F o7 RERT FT A FEAT 81 T T WA
TEAHAT T FgraT fBerr i wrEt fifzat % oo s
forerTer wa "eeror g




A Craft Bank in India

By 2012 basic financial services will be provided to
large villages of over 2000 people in India. However
the timelines for smaller villages are 5-10 years at best.
What we propose is a low cost distributed system that
allows artisans to remain in their rural communities
whilst still having access to financial assistance,
advanced craft knowledge and new markets which
they could not otherwise access.

Craft in India is changing fast and this wealth of
knowledge needs to be documented and stored.

The idea of a Bank for Craft in India comes from this
need to store and support the craft sector so that
the career of an artisan is rewarded, respected and
recognised for the skill and abilities it requires.

A Craft Bank is needed in India to lead rural
development across the country where artisans are
struggling to gain financial benefit from their work. We
also propose that the Bank is firmly founded on ethical
principles so this investment program would benefit
the wider community.

T 20 ¢ T Fg [T AT F Tgd Ad H R000
ATETET T ATEr FTHIT AraTel F (o0 [ J=r e i
TISHT ATE TE 81 TG FIE At F forg wwe #er w7
TFT YT Qo TTA & BH U FH oW yorrett Bl
T TEATT AT @ ST FTLREL HT Iqh ATHI FHETI |
T U S AT 1 T F |1 FTONTE 1 A {907 T
TS T ATATE &1 7 ST & Rt e 3oy a71ey
ET =T BT

WL gEqforeT Joft & aaf YT g1 26 19 % T &7
Tl & AT 3519 F U aeqras g7 A1few) 9ed §
FTFE S T = T Fweor F Araerh § oY wRE
F T I [EEFd F4T H Ta& FLAT gl I8 T FI9qA
A erwareRt o forw AT S wreerar et 2
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Investigating
Enterprise Craft

In order to explore the problems facing craftsmen in
India we visited artisans from a huge range of crafts,
from blockprinting to bell making, across the state
of Gujarat. Many of the problems were the same for
craftsmen from Ahmedabad to Kutch. These were a
lack of design and business education, difficulty to
access funding for tools, raw materials and expan-
sion as well as a little or no recording of their craft or
promotion. Many craftsmen live in communities of, for
example, potters, but take no advantage of the oppor-
tunities working together provides.

AT H AR & 1T aq9a B w2 g2t &7 St Fe
 forT gae s foreT augEt &1 < ) = ¥ e
% T I & A1 H AT AT S FATFL, FETS
TE T FT FH AT | AGHIEE T F T Fog qF
STAfe qg AR AT g0 T geT O R v
e forert, SRt 3 forT o T smaT, Fy AT
#T IUASHAT, AT FT A=A TF FAT 7 AN T8
FHEN qHETT H ¥ F7 o FgF0 a97 FT HTH FIT F
FFEY Rl 3BT
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A Good Bank

We believe in doing things differently. As a public-
private enterprise, the Craft Bank is a unique position
of being able to make long term investments in
communities whilst still remaining competitive in the
market place.

Our investment strategy is based on our values
which describe our beliefs in doing a different kind
of business, reaching out to rural communities and
stepping into the knowledge economy through out
education and craft knowledge banking scheme.

Fundamentally, we believe that craft is a future
opportunity, and that this future needs to be
sustainable. That’s why we make sure we always invest
in green projects and encourage our clients to work
towards a more environmentally friendly output.

zw fafore =7 & 7 #2 # forame v 81 vF areasE
st s & ¥ dga, w9 §F F 99 I A
gfanft g gu auardt ® & sater F Faer w7
FTEL B

AT ffEer & Tl Afasar o st 1 T
TI TR FT AT, AT G TF g1, A
FFqaeqT § THIT FLAT U ATT ST TIoTT 6 Teqdq
AT Y= FAT, gL TS qA 3297 2

qearwT § ga oA wea € % geasar us wiasy &1
FTAY g ST 29 ST FT 949 T AU Ao gn
ffera =7 & warft afeeren § & Faa 7 € A
AT ATEHT BT T STAHA ST T AT A= o o1y
TreaTiRd Fd 2

274



275



How the Craft Bank makes a difference?

Craft Bank works locally in communities helping to
grow craft activities, opening access to new markets
and introducing innovation in craft.

Using micro-finance initiatives we invest in craft
groups, providing them with the tools, materials and
education required to improve and develop their
products. We document all these steps as recording
and sharing craft knowledge is key to our process.
When the time comes to sell their crafts, we support
our artisans and open them to new markets using
our co-brand Paarangat.

By educating our artisans so they can help
themselves we help our customers to improve their
businesses and reward them for doing so. This leads
to higher quality products which we help themto sell
in new markets, increasing their orders and growing
their business in a sustainable way.

T S TATT T I¥ FTH FLAT ¢, TS 98 THTAT
T forew wriafatert sz, T I SUsd FLaTT U
foreT & T ALY FLETH W 7EE HAT 2

e O AT FT START F3 g8 (97 aqgi #
e wea € U 32 few ITEt A AgaY aA e &
forT oreor, TRt i foreAT weTe A 1 gH = aey
T ST FATT TAT T TS( g ST a7 T
ITATE = AT THT AT § a9 gH 9 qg-a1e FIT
IeTeht Tereht Ue T AT 2 T S oI AU Arstrid
T FTEL T&TT T 3

FTERT 7 T £ Fag FA % forw fovar sam #39 F
T AT ZH ST ATgeh! hl ST ATIT AgaqL aar o
T TR T &1 THH IF U7 T ITE 2rav g o
FHTERTE T THTE F A7 GTATE § o 7o
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We believe in Education

Handing out moneyto craftsmenisnot the answer.In
order the make the investment in communities work
and deliver value in the long term, the Craft Bank
needs to help craftsmen to take their traditional
crafts and develop new processes, new innovations
of their traditional craft or simply understanding
how to access new markets.

These workshops are conducted by master
craftsmen, business men and design tutors who will
educate local artisans in evening classes and short
workshops. These will be hands-on and focus on
the artisan’s craft. By providing easy to understand
information this can really help improve the artisan’s
practice and improve their final product.

At Craft Bank, our mission to educate never stops,
but as our artisans become more familiar with the
concepts, we invite them to help educate the next
generation, giving back to the community.

FENTL T TAT 34T IS A Aol g1 WA & F:d §
v we dreepTfere e % forw wree S v =Arfgu £
TE FLRL 7 TE TORATEAT T Ry, e fore
TATL TAT FTSTE 3 FATT T THS Z| T FTAATATAT
T ATET FTEERL, ATt v fesre == g
AT ST TR FTONTL Rl 9T T FeATsH & ZTer
forfera e €1 =9 A AR F foeT av Fied
TR U AT ST I¥ Hged [T ST, STt
T gueft ST ATel TR F g FER % ST
TE ITATE, IIFT T IHTT M

HTHE & H ARTE A7 AT e 1 gaTT I ey
Tt T2t ST i ¥ Jre aeg wEnr fafam g
T &, TH Svg AL SSAT e TAT Tt v ag forew
% % foru St sy € o g 519 el a2



Craft is Knowledge

The crafts of artisans are traditions handed down from
generation to generation. This knowledge is the key resource for
craftsmenand so asthe bank for craftsmen we aimto document,
record and store this for them. As part of our mission to improve
awareness and understanding of craft, this information will be
shared online.

Sharing this information online gives us many advantages. First
it creates a public repository for craft which can help people
who are interested or work in craft in engage and collaborate.
Secondlyit formsakey part of our education strategy providing a
constantly evolving textbook for craft, which just like Wikipedia,
will remain far more relevant than any printed text.

These two parts mean there is a huge academic benefit to this
repository. By partnering with universities such as the National
Institute of Design we can leverage the benefits of an academic
institute to develop the knowledge bank and deliver true value
to artisans around the world.

foreqsrer U dEY 3w fd 59 s ATt
TIRT g1 FENRT & forT T U srgH "@eree
2 Roreehy e e gurd e #) fore
T ANTEFAT T q0F | I FA & o0
TH TEFNT T Tre<Ae F g7 a9 S=a1 &
Frafa frra s

TH SATAHET T ATAT F7 % q8d g dgd o
AT BT TEH ZEARAAT T U AT [+ ST
AT T TSrEeh ST ST ST el & & AT
T2 &, TN 7ag A THF AT AT THA
BT it awg v T siFeTe A
Brwfera g e aet S R St s
Foraa & srfers wTH R R 29 31 33T &
T BIAT & T T FAT-HT % AL ST a1
E1 U e 4T S ST HEATHT F qT ARET
T o ST SITCTF ATH & qAT I Tga T &
FTENTLT T AT qod T I g
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Connecting Rural Communities

In order to make rural craft relevant, there needs to be more channels of
communication between the rural artisan cluster and their market and
bank. The Craft Bank strategy proposes using a mixture of SMS banking,
our nomadic branches ( a mobile vehicle which provides direct access to
the bank’s services) and putting off grid internet access into our physical
hubs. This means that artisans can have more contact with the outside
world whilst remaining in their homes at the centre of their craft area.

TTHTOT ZEAheAT 7 3 TTE e a7 o forT sreafass |=me 3 St 1 T390
H ST T ATFLTRAT Bl FTEET KT AT § TAT FTFE S FILT AT TTS1C
T =T SR FTFE & T WIS ST, Aramed-S6T ames v amr
qiFeT s F et ToF THE T FTE FAT g1 THAFT AAAT TG § AT AT
TTETT T U2 g1 g0 AT FTER &1 et &0 & qeft Ageaor i it
STRTE T
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Community Hubs

Asvillages develop, the need for a physical centre for
our supported craft groups grows. This community
hub embodies our work as a public/private
partnership with areas which allow the public access
to see the work of the craft community and areas for
the management of the cluster which are separate.

The hub also has a wider social function. Beyond
supporting the craft groups, it can act as a centre
for the community for education and other
development projects delivering wider benefits.
This means that the community is rewarded for
supporting the work of the craft cluster.

ST I QTHTOT e o § AT o 8, UE e
giaem Fx A AEeFFHar aEdt JAr g1 Tg UE vEr
¥z g s SN 18 T g § AT F% SF 6
foreqT T % TR FTEAEHT TGt Ao R ST 2
THF ATATAT AT Tdehi T A AT STAT g Poawr T
FETHAT &1 T & F FTHT FY Tl

T HF FT UF ATF Aged Ul TS FILRTE TS

T AT FTH T F TFH AL T AqAT Tl T T
P # 2
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“«

Kasthuri, 59, is one of
the senior members of an
embroidery collective in
rural Gujarat. Thanks to Craft
Bank, her rare skills have been
documented and are now put
to good use as the investment
from Craft Bank has helped her
and her collective to grow their
business, running workshops
training, through their local
community hub and even going
to Paris, France to present her
work.”

“Pratik, 45,isa potterwhoworks
in a collective in Sarkhej. The
village is famous for its pottery,
but before Craft Bank came
along, no-one worked together.
Now, they have built several big
killns which are thermostatically
controlled, a big new warehouse
where they store clay and a van
for the community which has
transformed their sales.”

“ Deepak, 42, is a successful
business man and has his own
business running a small design
studio in Hyderabad. After
buying some craft objects for his
wife from Paarangat, he found
out about the Craft Bank and
decided to invest. He is happy to
see a great return on his money
as well as the amazing craft gifts
he receives which adorn his
house.”



Our Banking Packages

Because our customers’ needs are different, we have
three main types of account to help them.

Our ‘First step’ accounts are for developing new
businesses and craft clusters. First we help our
artisans to develop their groups, accounting and
documentation of their process. Our education
program helps equips our artisans to do this. Then
after 6 months of funding and lending amongst
themselves using our account, we begin to lend to
the groups providing tools and services. The cluster
can then begin to produce higher quality, innovative
products which we enable them to bring to market
using our SUBBRAND.

If you have an existing craft group who need our
more advanced services, you can with our ‘Working
Together” accounts. For many of our customers with
these accounts, education and access to market is
crucial. As well as providing our unique education
programs we provide the groups with investment
so they can improve the technology the technology
they use, and we help them to make the most of it.
These accounts tend to grow fast and represent the
largest segment of our customers.

Our ‘Hand Crafted’ accounts are bespoke current
and savings accounts for the discerning individual.
As an ethical bank, you can be rest assured that
your money is safe and helping to transform the
communities we work with. We present our ‘Hand
Crafted’ customers with a unique selection of
wonderful crafts from around India as gifts as well
as an excellent discount in our partner shops and
outlets.

Toft Irget 1 fAfer Fesvat &1 @ F F forw gane
9T 3 TEAT T AT T3 2

T "Il FaW TIST AU 29T 27 foed aqgt
it T e % fore 21 uga g7 ST &1 "5
AT 3 Torw S e & e 3 o1 Tt T S
FT Tohl ZAT FOreAT ST ITRT g AGTHRA FLAT
rgardt 81 F09 < FEHT TF I § &7 Fied F a3
TH TS T ITATE F (o0 AT ITHLIT S FATT
ITH FATT 21 THH a8 FRNE FAiqe 37 TorEe,
AT IATRT T 9T F FTFE SF 6 Tg-s7€ F g
STITRET 7 T § a= & form 3 )

AL ASHT,  GqH FART 6 T g0 39 £1ia
TSAT T TIT FA 3 OFRr ST IAT FATA AT
ATTAFAT AT g1 TH ATSAT o ATAFALT ATEhT T
T AT T A0 AT | T o il SAedd g m
AT 21 =9 92T 9% g forerr % |ver Aver g wed §
ol e oft e 8 oo ST For srenfdr §
T ATAT ST Foh| TH ATSHAT & dgad T AT qfax
T AT BIAT & TAT T TS AL oA T ATHaT
STTHEAT T 2
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Selling to the Market

One of the biggest problems our artisans face when
they join the Craft Bank is getting access to the right
market for their work. Our educators and advisors
ensure that craftsmen hit the correct local markets
and ensure their products are appropriate for these
areas. We also help the artisan to gain new markets
across the country through our partner brand. Once
the artisan has developed their craft to an outstanding
level, we help them to sell through our various
collections both online and through our physical
stores. Using the power of social networks we help our
artisans keep in contact with their customers enabling
them to thank them and update them of their latest
work and developments.

ST FER AT E Fd & a9 394 AT qad T8l
THET EIAT & Tal Aferd arsTe &7 F39+| gaTe forersht
ST TTAEART T ALT A& TgaT ¢ o6 T FILRE Al ST
T T TS FT Gohr TAT ZH ATATE % (o107 IeTh IR
T 4T T32 ST 21| W Eae FENRT &l 7 9g-71E
F GTT Uk 92T TP JTo(1¥ T&T9 F¥ 9| UF 1% TS
g ITATE ATH I[UTET HIAHT H] T F ATAT 8 a9 g7
T ICUTET &l Zredde Ud HT-HMT & G ATEa &l
T g1 TSR ATl &7 TIRT FTh g7 FTLNT i
FTAT ATEHT Ta (Haerhi & §% § T@d 8 o 396
A< fasre &7 st 3T ST =961
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Investing in Craft Bank

In order to enable our work of investing in rural
communities we need investment to get the Craft
Bank started. As a public-private partnership, a large
amount of that money comes from the government
that enables us to make the long-term investments
the craft sector needs. However we have a unique
position of being able to obtain private investment
to deliver the short-term growth we believe in at
Craft Bank.

Much of our value at Craft Bank comes from our
retail and commercial banking activities that deliver
excellentreturns. Ourlong-terminvestment strategy
uses our version of micro-lending which delivers
extremely high returns on investment (ranging from
10-30%) and typically has a payback rate of 90% or
better.

Investing in Craft Bank as a private individual allows

you to take advantage of these great returns as
well as knowing your money is helping to transform
communities and deliver lasting sustainable
change to rural communities. We have a range of
share options which can allow as big or as small
investment as you would like and a thank you from
the communities you invest in, we deliver craft
pieces to your door specially selected by our experts
of unique and significant importance.

qTHIT gEqweT "@sAr § e @ F forw wve
% T AT T LA A & (o0 EAT f+aer
T ATIARAT RN ATASTAh-TAsft Afiard F aga
orarer 7 srferae Trfer aew it A% F et § s
FTT B0 gEqohelT & § et sTayfer o fAerer ey § qerw
2 F1 THF AT Aq1T AT A9y ToH g v 2w
TAtT fRa9rRt & T[T | sTeqshiior e | 3ot §
s waa 3

e g AT ATATHH A1 gAY GaT g Arforiegsh
ST o T AT § ST ShY AT I g1 g et
Sater & fAerer ST 1 TOHTTT ge o 97w
2 Rt STfarerm AT & 3l ST € 0 % & Afereh et
IAT F AHL E

fosft ferer 2+ % dga w9 §% ° w2 %
T AT g1 ae eft § e % |y "y e w;r
g T s 2raT 2 o s [Maer & forew " s v
e 1 w21 81 THTEY 3[4 TISHTA & qgd eIt
ZrEr AT a2t TRt oft R B o et R w §
Fgrar et g ua s F 1% a7 s g
Frer T foeT IeaTe He fau ST 2
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The bank for the future of craft

The Craft Bank will be a totally different type of bank
in India. By enabling small rural artisan communities
to grow and develop through their craft, it will deliver
lasting change to these communities. As part of our
mission to promote and enhance craft, we will create
a huge online database of craft that will help with our
education programs and help improve knowledge
of craft in India. We invest in all areas of craft in India
and so our co-brand Paarangat helps to sell to a broad
international market that we wouldn’t otherwise
be able to share with our customers. We reward our
investors for their help with unique craft objects and
as our communities grow we help them by building
community hubs with them that act as focal point for
the growth of craft and craft education in these areas.
Only by doing all these things together, rather than
separating into different organisations can we deliver
the speed, common purpose and connectivity that
rural artisans really need in order to preserve and grow
craft for the future generations.

Tosft fRarerer 21 qga #19e 9% § faer 5T % skt
AT F1 o weft | AT % Ay Ay e w7y ag off
AATE graT g T s fRarer & farew wvea 1 fasre g
TET 1 EATEY Ak TS o qad AT el a1 a8t
Tt ot s 36 e et R e & agrar e
T UH AT F A7 9¥ AT "ged At Fgi+=a e
ERIECA s I i
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Coda

When | arrived in Ahmedabad on a flight from London in November 2010 | was
immediately captivated by one of the most fascinating and vibrant cities | had ever
encountered. Mixed in with its rich and diverse making cultures were more than a
dozen world class modernist architectural masterpieces yet there was no tourist
trail or exploitation of these impressive and well maintained structures. Compared
to the institutionalisation of Albertopolis (South Kensington’s museum district) The
NID campus in Paldi seemed to be a small tropical paradise, a microcosm of creativity
with its own closely knit connections between staff and students most of which lived
within the campus. | was immediately struck by a wide mix of teaching practices,
some of which were direct descendants of the Eames and early modernism while
others came from leading edge connections to faculty who travel widely ranging on
activities ranging from addresses made to the Davos Economic Forum (MP Ranjan)
and workshops in Europe and Asia through to advising the city of Mumbai on its
transport infrastructure. On the final weekend of the GoGlobal project we took the
students to the Rann of Kutchch, an unforgettable visit to the shipyards and Madhvi
where 30m seagoing vessels are still made entirely of timber by hand without any
plans other than those in the head of the master shipwright, the copper bellmakers
and lac turners of Nirona, leather workers and finally a drive into the desert itself
where we stood on the pristine 70,000km flat white salt desert to see the sunset in
46c heat (Fig.1). We stayed overnight in one of the villages on the edge of the desert
then drove back to Ahmadabad the next day visiting a number of other artisan
communities, some of which were still recovering from the large earthquake ten years
before. The experience for me was a formative one and resulted in a decision to base
my practice based PhD researching cultural transfer in collaborative practice based
design projects (Hall, 2013) with copper bellmaker Umar Husen and Lac turner Bhavik
Bhavchaya in Nirona and Omprakash Kothari of Allwin Foundry and Arvind Chawda of
Gramshree both based in Ahmedabad.
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# 99X 2010 H FeaT § Th 331 W IHeACIG A 3T 77 59 H i H ol o
FTHAT FAT UST AT TqGY 3Th¥eh 3R Sfad et § & v & Alfgd & 137 |
sa He 3R Afay sae dwpfadl & a1y ue ool @ faea ER A gerer A
e & A AR ITYfAeharael aegshel & 3cpse Hicrdr el T 1S Theaht
F [T AT 5T weaRAmel 3R IS RE H IV IWT TIT3T T AT FI
TgT ATl Albertopolis (81T hfATe TaeTard fiem) Paldi 7 TA3MEET IR &
HEATAHIOT T Jofell H Teh BIE A IUHICAHIT T, T 3R IREX & fieX
WEd ¥, S @ e omEt & & 30e & SRIAT @ Al FoAaRld & qTY
TIATCHGAT T Teh F&H ST gl Tclid &l &1 80 1 A9 &9 § grard
nf¥e Fg & fav fFe v gat & dex afafafat s S amEr @ & fav
YR FoAdIT THE A AT §, Safs # gid |iee (Eames 3R STedr smyfaenar
& ycuel 99T 3, [Sad § Fo Ruetor agfadl, & v fArga AT gar Arr
I U1 o) 3R 3ES aRaee giAael e W A e B HAE & A H
fore & Areas § T 3R ofRrr #F FRRmrt GoGlobal TRANSET & ifas
TeAEId 9 EH 9% & X H 37 A o Herar 3w fordr off dreter o foem
STeTsil TAdr 30m 3180 off g1y & g0 e ohsl § a1 T 8, STeT Kutchch &
0T, NI FRTET & T v faeroig amm 3R Ady & fow ot # o oar
qideR, dier bellmakers 3R Nirona #r or@ f=l, I#72 & F&¥&ant 31 3
# g 46¢ T (Fig.3) 7 FAEA @ & fow 9rdied 70,000km Fole HhG dHEH
IEdTT W @sT A7 StEt IFPEAT & F U grsd| &7 o 3l off O I uge 99
HFT ¥ 3R AT I, TR F 6 3T FIR THAT F Tk A W SATH 30T
& qmu 3gACHIG & oI Tos YT & PR W el § & U 7 T R
T U] M AT 37E81d T GRTAS TH AT R Allwin 1 Nirona 3R 3itesrehrer
FIORT #H did bellmaker 37X Husen 3R @& e Bhavik Bhavchaya & &Ter
TEANeAd Heare e Bomssr ot # aivsfas sediaror (gfa,
2013) 9T QTET Y 3l FagR IR NS & T U Ao & IRumATasy
Gramshree & W33l 3R 3RfdE Chawda gt 3EHcETe 7 3meanRd g1
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