




Every work of art is the 
child of it’s age and, in 
many cases, the mother of 
our emotions. It follows 
that each period of 
culture produces an art of 
its own which can never 
be repeated.
   Wassily Kandinsky
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Chairperson’s 
 Note

It gives me immense pleasure to find my dear students taking the initiative and 
to work on our in-house publication, Chisel. The very core of the magazine is to 
create a means for the students to exercise values of team work and cooperation 
along with working on their creative skills. 
Initiatives like these are always a source of encouragement and accomplishment 
for the students and raise the stature of the institute. I wish for the success of the 
current edition of Chisel.  

Sincerely,
 
Madhu Neotia 
Chairperson 
Indian Institute of Crafts and Design
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Director’s 
 Note

Dear Students,

From being young adults just initiated into an unknown process to morphing 
into passionate, strong individuals, college serves as a space to facilitate this 
quest of self discovery- whether it’s through your peers, through faculty or just 
through being in this dynamic space. Life in college is all about growth, its 
about the spark that slowly lights the path to your future and while on this path 
you have questions, reflections, even answers. And platform like the college 
magazine is an expression of just that and I am so happy to be announcing 
another edition of this refreshing initiative. 
I hope through this years issue we get a glimpse and a wider perspective into the 
minds of our students.

 

Congratulations on your creation! 
 

With Good Wishes,

Dr. Toolika Gupta
Director
Indian Institute of Crafts & Design 
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Chisel, for the longest time was, an idea that would just not take form regardless 
of the time and energy that went into it.  Every evening a bunch of us would 
sit in class 309 after our sessions and get chiselling. No one could imagine the 
result and our impression of the result would keep redefining itself time and 
again. It just seemed like a task too difficult to implement.  
However, as we look back on our journey today, we cannot help but be amazed 
by the beauty of this process, the process of coming together in this natural, 
multidimensional way. Coming together as a college creating content, as a team 
editing, sorting and struggling with the content but, most importantly it was 
the coming together of an idea into something meaningful and tangible and 
that really did make all the hard work worth it. 
In this edition, we bring for you a carefully curated range of ‘artworks’ that are 
tied but not limited by the common theme of ‘Auzaar’ or ‘tools’ but before we 
spill the beans and start explaining what the next few pages hold, we will stop 
and let you experience the chisel journey in your own unique way. 
So let this be a celebration in the form of words and visuals and we hope you 
enjoy it as much as we enjoyed ourselves putting it together for you.  
 

Blowing the ceremonial horn 
Let the reading begin!  
 

Warmly,  
Team Chisel.  

Greetings from 
 The Team
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Created 
to create

“It matters little how much equipment we use; it 
matters much that we be masters of all we do use.”  
       ~ Sam Abell

Cover story by Shikhar Bhardwaj | UG 2017-21
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The idea to create something new came with the advent of tools, but how could 
tools have come into being in the first place.
It all started with evolution’s gift to the humankind - the opposable thumb. The most 
influential component in the advancement of mankind. It made humans surpass 
the apes on the societal scale. Not convinced? Try immobilizing your thumbs for 
twenty minutes (just twenty minutes). Go about doing your daily activities (writing, 
preparing food, scrolling your mobile phones, driving, etc.) thumb-less, for those 
twenty, long, agonizing minutes, you will ask yourself, “Where would humankind 
be today without fully mobile thumbs?” 

Even in the most primitive of societies, activities like handling an axe, shooting 
arrows or ploughing the agricultural fields would be impossible to fathom without 
this trait, a development that was originally useful for climbing trees but ended up 
being really important when early humans started to make tools and for that very 
reason in our evolution as human kind.
 
One would ask, if we never had an opposable thumb, the world around us would 
have been designed differently, I would say, however, that one would not even be 
at a stage where this question would be common thought. We would not know the 
world as it is without the advent of the trait. The opposable thumb has historically 
made all the difference. 

Drawing from this we could also ask why other primates did not develop this feature 
like we, sapiens, did especially since they also climb trees and have similar cranial 
capacities. This is one question I have pondered on for a while and on researching 
I found that “the other Hominidae don’t have three muscles, namely Flexor pollicis 
brevis(deep head), 1st volar interosseous of Henle and Flexor pollicis longus and 
these muscles have proved to be the reasons for this evolution.”
 
Furthermore, the cognitive revolution began with the thought of a Homo Sapien 
asking himself, “how can I shape the world around me”, “what do I do to mould it 
in the way I want to?” and it is with these thoughts that the development of the very 
basic tools and weapons that initially sustained human life came into being.
 These early tools were most likely used to help humans butcher animals (not always 
ones hunted but also likely scavenged), cut up plants, and even for basic woodwork. 
It is likely that a whole range of different materials spanning from animal hide to 
tree barks were used to create storage items; wood was used to create digging sticks, 
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spears or clubs; and other digging tools were made out of horn or bones; all of 
these worked as an essential survival tool kit in the savannas of Africa. Primitive 
societies also used simple methods to turn materials such as volcanic lava, quartz, 
and quartzite into tools using “hard hammer percussion and bipolar technique”.

It was with these tools and our deepened understanding of material that we moved 
to the next step in our evolution, we became settlers and thus, gave birth to the age 
of agriculture, instead of hunting and gathering, we started fencing our homes, we 
dug irrigation canals to water the agricultural fields, we developed more complex 
tools to grow and cultivate plants and then to cook them, we built vessels and 
containers to store that food, casted swords and arrowheads to fight, to protect and 
see who is the strongest…
 
The ingenuity in us, the power to create the new to capture the imagination and 
move beyond is what makes us human- insignificant on a universal scale but 
powerful in our journey “to strive, to seek, to find and not to yield”. 
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Beyond Bamboo 

Sangaru is a multidisciplinary designer, educator, 
entrepreneur and a nomad by nature. He studied 
Industrial design and has specialised in Furniture 
design from the NID, Ahmedabad. His free-
spirited approach towards design has won him 
several accolades including the prestigious Red 
Dot award for his bamboo system “Truss me”.

Interviewed by Editorial Team

“When there is no existing path, 
you have to create your own.”
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Q : What is design management in craft and how have you incorporated design 
management into your life?

A : I’ve not followed any rules, see, you have to find new ways to look at it, design 
management is all about looking for new solutions, new methods, new directions 
and when you’re trying to do something now cannot follow what has already 
been done because if you do then you’ll just be mindlessly doing things.

Design management also needs to keep evolving with the kind of problem 
that you’re trying to solve. In my case, the problem I’m dealing with is that of 
understanding how to bring back craft practices in different forms and how I can 
encourage the younger generation to keep practicing the craft. That is my only 
objective.  In pursuit of this understanding I have also been intrigued by what 
inspires the younger generation to take on something like craft. 
In today’s context the world has become much smaller with the advent of smart 
phones and such technological advancements and with this digital lifestyle in 
mind, an artisan’s simple romanticized life of creating and making looks very 
appealing. For instance, look at organic farming, not a lot of traditional farmers 
were practicing it, the people who got into it were those with a sense of the world, 
a “high tech” job and people who could understand the value of the farmer and 
his work. Similarly, an artisan is often not aware of the ways of the world and the 
value it gives to the work this process that goes beyond product to a way of life, a 
sustainable way of life. So, what I am essentially trying to do is bring about that 
awareness and create ways to inspire the younger generation, inspire myself as a 
designer in a way that I can help the artisan sustain his craft and understand the 
value it holds in the modern context.

Q : So, you are saying your process is mostly intuitive?

A : Yes, it is intuitive but it also takes a lot of time, this process.  But you have to 
keep at it you know, like a photographer who’s trying to capture a moment in time. 
For example this photographer is standing with his big camera, he knows his shot 
but needs to take a photograph of people… this journey of the photographer 
knowing his composition to finally taking that shot without making his subjects 
conscious of the fact that they’re being shot is all about developing intuition and 
it takes a lot of effort and patience to reach that stage. It’s a skill, a tool that you 
inevitably develop with time.
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Q : So you think intuition is a skill all designers and craftspeople must develop?

A : No, EVERYONE must, because a sense of intuition comes only through 
practice and that vision is important regardless of what you do. You’re only 
intuitive through time and experience and it is only if you’re intuitive that you 
can anticipate what is to happen… 
It is also important we see that sometimes you fail, your intuition about something 
is wrong but that is also when you are learning something new, when you start 
questioning and going back, retracing your steps in understanding and analyzing 
what your work for what was missing. 

Q : Do you adhere to any ground rules while interacting with the artisan? How 
do you know when to part from the artisan and find your own way with the craft?

A : Crossing the line or this need to shrink the line between the artisan and me 
sometimes becomes important. One should know the rules and when to break 
them, know how high on the wall in the middle you need to climb. 
It takes time to overcome that large cultural difference. You have to keep pushing 
your limits.

Q : In the practice of craft management when does a designer start to act like an 
entrepreneur? 

A : You need to be an entrepreneur because that is when you can think from 
the start to the end like as one. If you just see it as a designer then you are set to 
perform just one act in the whole, then you are not part of the complete picture. 
You might just be okay being just a part of that but you also need to have a macro 
level understanding of how the whole system works and then you can contribute 
most effectively. The effects of the implementation should also be considered. 
An entrepreneur is also someone who takes the risk of doing something new. 
Let’s take the example of an adventurer. The fear of being in fear is adventure and 
that is similar to what I experience as an entrepreneur; if I fall, I make sure that 
I don’t hurt myself. You keep tiring to find ways, new ways of making and fixing 
from where you are stationed. 
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Q : When should one let go of one idea and start looking for more? 

A : For me, the users don’t know what they want. It depends on how you interact 
with the user to get the right feedback. Users cannot visualise new concepts 
and will naturally be drawn to comparing it to what already exists. If you have a 
demonstrable prototype, take feedback... You have to reach a certain level to get 
good feedback. Work on what you already have. Simple forms and questionnaires 
aren’t going to lead you to any direction. It’s just an academic, mental thing. 
Demonstrate, find solutions, get feedback and develop it.
 
Q : What role do other people play in your life?  As a designer working with 
artisans in the studio itself, how do you create that creative environment or 
system?

A : A craftsman is basically a designer. They were the ones solving problems 
before the distinction of designers came along. We have to acknowledge the fact 
that they are creative enough to find ways, but they have lost the voice to over a 
period of time because they haven’t been challenged to address issues. Design is 
not always the ultimate solution, it is just a fix for the immediate need. You don’t 
know what’s in the future so you keep evolving that design and it gets refined 
over a period of time till it becomes perfect and unnoticeable. That’s what a good 
design is. It exists but functions so perfectly reaching the level of refinement. Just 
like Dieter Rams said “Designing is no design”. Making things so simple that they 
function absolutely.
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When 
design 

met 
craft

Article by Vinayak Palaria | UG 2017-21
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What is craft? 
It is a practice which has a history, a background, a culture moving with it... and 
to understand a craft is to know the significance of the people it has moved with.

Craft introduces makers to a range of intellectual and practical skills. It enables 
learners to use and understand the properties of a wide range of tools, machines, 
materials and systems. Craft contributes to community based lifestyles and 
cultural identity, and is therefore consistent with the cultural diversity and place 
based living systems of sustainability. It utilises local resources, local knowledge, 
and aims to satisfy local human need.

For centuries, craft has been echoing the rhythms of daily life with its rich 
materiality, deep-rooted cultural identity and intrinsic values, such as providing-
good-quality work, expressing cultural and ethical mores and so on. It is generally 
accepted that craft and craftsmanship are essentially consistent with the principles 
of sustainability.

A designer’s role in this could be to innovate, sustain, evolve, it all narrows down 
to a spectrum of things. Maybe for a designer craft can be a way of thinking 
through material.
 
So, if a designer wants to learn a craft, then there should be an understanding to 
the core of the craft, to the network it is linked to. And when a designer tries to get 
involved with the craft community, it means that a new perception is fusing with 
an old, a designer will try to bring innovation, will try to help the community, 
will try to blend in. However, this possibility is a variable, some designers may 
just want to use them and move on, and not indulge with the community.

Crafts are in itself a sustainable way of living. Designers who believe in 
sustainability, who feel socially responsible are typically found to focus on the 
craft sector. Yet there remain tensions and difficulties with craft in its economic 
context. It is necessary to address these so that craft can more effectively contribute 
to the development of a sustainable society, the need for today. 
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Design I feel, has the potential to make a difference because it is able to contribute 
meaningful solutions to multidisciplinary problems. The role for a designer in 
crafts sector could depend on the type of approach the designer brings in. Is it an 
intangible approach like more of a service, or a tangible. If the approach is more 
like a service then the designer may want to create methods for how to sustain 
that craft, how to educate the craftsmen, or get to know what the craftsmen want, 
what is their need at that point in time. Similarly, if the approach is tangible or say 
product based, then the design intervention would be different. It would be more 
like developing a product with good industrial value thereby basically bringing 
the craft management part in their system.

We know that many crafts at this point of 
time are on the verge of extinction, it is also a 
fact that many traditional crafts are located in 
remotely rural areas where they are isolated 
from modern technology and the global 
economy. Craft based on the traditionally 
pre-industrial technique is uncompetitive 
against the modern machine and advanced 
technology in terms of productivity (but 
modern production generally ignores the 
social and environmental costs).

Hence, the newer generation has planned a different path for themselves, they 
don’t seek any interest in their ancestral belonging and want to explore the world 
beyond their own. Maybe because most crafts cannot maintain financial viability 
in the modern economic system. Craftsmen cannot make a living by making 
craft, compared to their inputs in the production, the market price doesn’t do 
justice to their time and effort.

In the end it all comes down to the fact of the era, that everything has its time and 
so do crafts. As we sapiens are bound to be constantly evolving out of our current 
selves for better and more efficiency we tend to naturally eliminate things that are 
less practical and more of a baggage, little realising or realising too late the value 
of past processes in shadow of the immediate future. 

“for a designer 
craft can be a 
way of thinking 
through 
material.”
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Illustration by Spandana Arroju | PG 2018-20

“Generations have trod, have trod, have trod; 
    And all is seared with trade; bleared, smeared with toil; 
And wears man’s smudge and shares man’s smell: the soil 
    Is bare now, nor can foot feel, being shod.
And for all this, nature is never spent; 
    There lives the dearest freshness deep down things; 
And though the last lights off the black West went 
    Oh, morning, at the brown brink eastward, springs — 
Because the Holy Ghost over the bent 
    World broods with warm breast and with ah! bright wings” 
 

“Grandeur of God”- Gerard Manley Hopkins

18 
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How does change look?  
It could be a new pair of earphones or a new song.  
What does change mean? 
The choice to write this down or just to read it? 
It is there. Here. We just look through it.  
 
Change for me was an uninvited guest, I welcomed it 
without knowing what it brought with it.  
Change had come in the form of a mechanical pencil 
strangely gripped by the fingers of my left hand. This 
is where change had become a strange tickle to a new 
experience. 
It comes with a sudden rush of motivation. You try 
constantly until it becomes faintly familiar.  
Fortunately, change has given me one common trait 
with Einstein.  
In its own twisted ways, 
It only finds me 
When I’m all alone. 

THE STORY OF 
HOW CHANGE 

CHANGES 
    Excerpt by Akshita Bhandari | UG 2017-21
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Illustration by Akshita Bhandari | UG 2017-21
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The 
Primitive 
Silence of 
a Potter

Article and Photographs by 
Rinchen Ithtok | UG 2019-23
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“Outside the ancient monastery, timeless silence weaves through this living land. 
Cloaking towering mountains. Gliding across barren deserts. Flooding hidden valleys. 
Descending upon deserted villages. Everything everywhere, mystically wrapped in 
absolute quiet. Like an invisible spirit, Ladakh’s soundlessness, spirals towards the 
cobalt-blue canopy. The blinding sun silently glares down. Burnished light and searing 
heat cascade onto the eternal quiet of this lonely landscape. And this primitive silence 
flows past the dark storms within me.” 
       -Prabir C Purkayastha

In the context of the modern world, it is difficult to not have borrowed 
aspirations. Especially, in a ‘developing’ space it is close to impossible to not be 
insecure and judgemental about your own or people’s choices. There’s always an 
adopted normal- a pedestal from which one can look down from. Around fifty 
years ago, Ladakh was culturally initiated into a very similar process, a process 
that demanded both judgments and adopted aspirations. This is how over time 
academic excellence became the norm and everything else was deemed secondary 
and irrelevant. As a result of this, eventually, craft in Ladakh became more of a 
compromise than a choice, it was only when you were rejected by the system, 
bent and broken that you would consider venturing and exploring beyond…

The story of Ajang (uncle) Lamchung Tsepel is a valid testimony to the dangers 
of this process. He was a boy orphaned at a very young age, raised by his aunt 
and burdened by the responsibility of sustaining whatever was left of his family. 
When he didn’t show any academic promise by eighth grade and things looked 
bleak for his family financially, he was asked by his aunt to pick pottery. Pottery 
was a craft that was assigned to his village during the reign of King Jamyang 
Namgyal*, it was then practiced by only a handful and within that village of some 
thousand people. 

Initially, he made a few pots imitating the works of others around him. From the 
very beginning, Ajang Tsepal was a natural at the craft and he picked up the art 
and the skill instantly. However, when he asked for criticism and help, the few 
potters around him told him he was good already and he didn’t need any help. He 
knew that wasn’t true. He knew that he had a lot to learn and people were either 
arrogant or just not passionate enough to pass on the art. 
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Still, believing he was good enough and fuelled by the positive feedback he went 
to sell his first batch of pots in the city. He had made pots with round bottoms 
and they wouldn’t stand on flat ground without wobbling around and because of 
this inability to stand straight, the pots never made it to different homes. Ajang 
Tsepel, remembers coming back to the village at the end of that day, upset but with 
a drive to perfect the craft. In pottery, without realizing, he had found expression 
and release that he had never imagined he would. In pursuit of refinement and 
perfection, he decided to learn from a master in the village, not realizing that the 
master had no interest in teaching the boy. He was politely sent away a few times 
but Ajang Tsepel had his mind made up. He was a smoker at fifteen and on the 
pretext of borrowing cigarettes from the master, he would go to his house while 
he was working and silently watch him. That was how Ajang Tsepal made his way 
as a potter, by observing and putting in hours of practice. Later, for a short while, 
he was accepted as an apprentice under an old potter and with him, Ajang Tsepal 
went much deeper in his learning, exploring his style, and putting his aesthetics 
and mind into his pieces. 
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Slowly, as the craft died with the last generation of potters passing away he started 
getting recognized in the city and with little or no competition in the market he 
was doing better than he had thought he would as a potter.

Today, Ajang Tsepal is the last traditional potter in the region. With him lies the 
key to eons of knowledge that had migrated from across the border.  However, 
this craft still doesn’t hold the apparent ‘security’ or regard that other professions 
do and the newer generations are under more pressure than ever to perform 
under and imbibe the societal norm of ‘the ideal’: the ideal behaviour, lifestyle, 
professions, mindset... It is a tragedy that the value of expression still gets trampled 
under the need to belong and the skill of rote and nobody is more cognizant of 
this than Ajang Tsepel. Ajang Tsepel knows the importance of passing on his art 
and with no one passionate enough to pass this on to, he is increasingly becoming 
apprehensive. At this point, it is evident that he feels nothing less than helplessly 
lost.

So is the story of the last traditional 
potter of Ladakh. He is a man 
with a skill set unlike many and 
yet he is generally ignored by time 
and people who are unaware of 
his significance and his art form. 
Let’s see if this primitive storm 
that Purkayastha mentions stirs 
anyone out of their oblivion.
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SORTED ASSORTED
In a world where most of us keep 
on buying things and reject the 
old ones quite quickly.
 
The things that we discard daily 
often find homes where it is be-
ing cared for. 

Those old things become new 
somewhere else.

The following photographs are 
from a weekly flea market.

Photo Essay by Shikhar Bhardwaj | UG 2017-21



26

How things are sorted for people 
to buy, assortedly.
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Coping with a 
craft college: 
Colloquy with Dr. Mohammad Sharique Farooqi

Graduated as a Product Designer from the National 
Institute of Design, Ahmedabad, in 1990, Mr. Farooqi 
initially worked as a freelance designer and later joined 
the National Institute of Fashion Technology, New Delhi, as 
a faculty member from the year 1993 to 2003. Currently, 
he is the Director at ACIIE at Ambedkar University Delhi.

Interviewed by Editorial Team
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Q: What are your thoughts on design thinking and management from your 
experience?

A: From my experience, I feel design is isolated, and if you look at IICD, it stands 
as a discipline on its own, but there are certain sectors that cannot be separated 
from other issues and likewise craft and development cannot be separated. In a 
country like ours, it is an agency of development. If you consider a certain caste 
and community, what would it take to develop them? Thus, this issue of developing 
and development cannot be separated from design. Because we are not talking of 
design in isolation that we are equipped with certain skills, techniques, vision which 
is to do with colour, form, texture material and all that, you have to understand the 
community, its development, it’s sociology together with the existing structure and 
policies, the different ministries and departments established and their objectives, 
schemes, mandates focused on development. Certain communities do not develop, 
not because they lack wisdom or education or products to sell but we draw these 
conclusions based on our narrow vision, only providing them with certain products, 
market and money cannot shield them from the socio cultural and political issues. 

Q: Regarding socio political issues, do you think design thinking can be used to 
tackle these problems?

A: Design thinking fundamentally starts from where one is not chasing a solution 
but bringing empathy to the process. This eventually leads to making prototypes, 
taking feedback and improvising. The solutions need to emerge from our discovery 
of things. From this discovery, we need to enrich ourselves in terms of translating 
into interesting areas. Design thinking fundamentally starts from empathy. We 
need to translate our ideas into tangible forms for feedback. Sociology needs to 
be introduced in the classroom and students should know the cast, community, 
religion and all kinds of issues to be able to apply design thinking.

Q: How can design thinking be taught to the craft persons? Is it possible to teach 
them to also pass down the knowledge of design thinking?
 
A: If it starts with how we can teach them, then we are already assuming that 
we know more. In reality, they are much more at the brink of survival than us. 
Comparatively, they are at a larger risk which makes the more critical in decision 
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making. The whole approach at the very moment is that we have a certain purpose 
and we see craft as a means to become a distinguished designer. The problems that 
we see are just the tip of an iceberg but we need to inquire into the entire ecosystem 
(of Crafts & Communities) that includes the beliefs and values, which are the most 
difficult to change. 
 
Q: How does one decide the attention that is required for the curriculum and self-
learning?

A: You need a certain system and structure through which you learn and make 
progress. I feel that the time of having a set curriculum is over. Reinventing the 
curriculum is necessary and the institutions have to facilitate learning and create 
platforms by which people learn better. Learning should be the agenda of an 
institution. Once this happens, learning becomes more complete and realistic. For 
Example, in brainstorming, you have to be ego-less and bounce each other’s ideas 
and be able to appreciate and be sensitive. 
 
Q: Can you suggest any books that a design student should read to improve basics?

A: It is important to read the basic books on marketing and finance, sociology, 
psychology  and economics. These books will empower you. Knowing the basics 
sharpens your concepts for a clearer communication in the industry. Fundamentally, 
design thinking enhances your learn-ability and therefore it helps to understand 
concepts faster.

Q: How do we learn to appreciate craft?

A: Such things only come with more and more exposure. Another valuable thing 
that I learned very late in life is the value of practice. The whole idea of believing, that 
we have talked and understood isn’t really correct. Each thing needs to be applied 
and seen for oneself and practiced again and again. This is what produces excellence. 
Today I have been able to talk in a simpler language, I hope, only because I have 
practiced. Just by reading and having listened to somebody doesn’t mean much, so 
that appreciation, I believe, only comes through practice.
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“Ephemeral furrows continue to appear and 
disappear on the eternal sands of Rajasthan. 
It was on the back of the farmer and his bent 
plough that the whole feudal structure, its 
bravado, romance and opulence rested.”

Illustration by Shikhar Bhardwaj | UG 2017-21
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In the great tradition of India’s international textile trade which has been well 
recorded by early travellers and extensively researched and glorified by scholars, one 
fleetingly noticed the silent and brief but virile and powerful regional expression 
called “saudagiri” fabrics, which were manufactured in Gujarat for export to Siam, 
or modern Thailand. This trade started about two hundred years ago and was at 
its peak at the turn of the century, but during the Second World War its volume 
decreased and eventually it stopped altogether in forties. The word ‘sauda’ comes 
either from sauda, the Gujarati word for trade or transaction/saudagar meaning 
tradesman who carried, or sent, goods from place to place, often across the seas. In 
Siam (Thailand) this textile was known as ‘pha lai’.

The textile imagery combined Indian craftsmanship with foreign influences to 
create a distinctive style that is unique to India – Saudagiri is one such textile. At 
its simplest, it was used by both the men and women as a skirt-cloth or drawn up 
between the legs in the dhoti-like style known as pha nung chong kraben. Women 
could also wear it as a pleated skirt (pha na nang). A separate length might be 
used as a shoulder or breast cloth (pha sabai knong thong). The printed cloth was 
approximately 3.5 yards long and was of two kinds, pha nung and pha lai, the 
former was hand painted in the Coromandal Coast of India, whereas the latter, 
which was known as Saudagiri, was printed using wooden blocks in Gujarat. The 
designs on Indian printed cottons for the Siamese market are similar to what is 
seen on other forms of Thai art, including Benjarong, a traditional form of Thai 
porcelain. Some scholars have compared aspects of the saudagiri floral motifs to 
those on Sanganeri and   Ajrakh. Saudagiri cloth has two main design components, 
namely the centerfield (tong pha in Thai) and the cone-shaped border panel, 
tumpal (cherng in Thai).The centerfield motifs feature grid designs based on 

Saudagiri
Trade Textile of Gujarat

Article by Siddharth Gupta | UG 2017-21
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Islamic geometric patterns possibly inspired by the intricate latticework of Mughal 
architecture in Gujarat. The block makers settled in Pethapur (town in Gujarat) and 
belonged to various communities such as Gajjar, Prajapati, Mistri and Thakore. It 
is emphasized that there was so much professional rivalry among the block makers 
that the craftsmen often destroyed each other’s business interest. In spite of this, 
a sense of unity prevailed whenever there were any signs of external threats. The 
trade was supervised and coordinated by the trading companies, from relieving the 
specifications to getting the cloth printed and exported. Simple designs drawn in 
black outline on beige paper were sent by the Malabari trading company in Bangkok 
to three trading companies in India, namely, Maskati, Vasi and Baghwall, based in 
Surat with branch offices in Ahmedabad.

Photograph from “House of Maskati“
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//end of a day.//

Sunshine ends 

With turning lights 

When the indigo in aurora

Embraces its shift 

To begin a journey 

Towards dusk,

Marking it’s  beginning 

For a sooner return.

~Eventide.~
Poem by Akshita Bhandari | UG 2017-21
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Photograph by Akshita Bhandari | UG 2017-21
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खूबसूरती
“..beauty lies in the 

hands of the creator.”

Article by Sandhiya Trehan | UG 2017-21

Stone Inlay by Sandhiya Trehan | UG 2017-21
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The art of marble inlay or “Pachikari was introduced in our country in the mid 17th 
century by the great Mughal Emperor Shah Jahan who envisioned the decoration of 
the Taj Mahal using this unique decorative art. This beautiful art of inlay of stones 
such as agate, turquoise, cornelia, gasper, mother of pearl, melacite, lapis and many 
other in marble brings to this craft, a tedious and delicate process but on the other 
hand, brings out immense beauty and fine precision in the art.

With great craftsmanship, skills and precise auzaar such as- saan, kamaani, chisel 
and hammer the work of inlay begins by choosing a design pattern and tracing it on 
the marble surface as well as on inlay stones.  Later, the stones are precisely cut with 
great precision with respect to the design. The unnecessary marble areas are chiseled 
out carefully. Pachikari comes to a conclusion with the final steps to inlay the gem 
stones in the precise grooves of pattern by using either traditional or industrial glue, 
and by further polishing the surface.

Experiencing the vivid beauty of Agra and the breathtaking history of culture and 
architecture inspired me to express my solicitude by practicing this art myself and 
by paying a tribute to the hard working communities dedicated towards bringing 
timeless beauty to the world.

I designed my own pattern representing the hands of a common artisan unknown 
to the world, the creator of fine art pieces with his own hands, but never in the 
limelight. This idea is for the ones who have dedicated their lives towards bringing 
magnificent art and are left behind in history. The pattern includes motifs from 
Itmad-ud-Daula, and an Urdu text which is the literal translation of beauty to 
the language and reads- Khoobsoorat. This is a reminder that beauty lies in the 
hands of the creator. The tradition, skill and beauty should always be respected and 
remembered in hearts. 
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deZ ys lq/kkj vius
<ksax rsjk [kqy x;k
ik[akM dh dVkj ls rsjs
/keZ dk lj dV x;k

lr~rk dk Hkw[k gS rw
iSlk cVksjus yx x;k
pyk cukus eafnj&efLt+n
rw balkfu;r gh Hkwy x;k

iq.; dk dksbZ iz'u ugha
Hkhrj dk ekuo ej x;k
iki rsjs brus ikih 
u"V xaxk dj x;k

lk/kq ds rw Hks"k esa 
rw fQj lh;k gS gj x;k
LoxZ ckdh fl/kkj fy,
rw cks> i`Foh dk cu x;k
rw cks> i`Foh dk cu x;k A
 

i`Foh 
dk 
cks>

Poem by Sahil Pednekar 
UG 2019-23
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AARYA

Growing up I was a very unobservant child. I would often miss the objects lying 
on the floor just waiting to trip me over, the obvious hints and clues in riddles, 
things that I was surrounded by. However, there was one thing that would never go 
unnoticed by me whenever I passed my mother’s bedroom, a copper chest, rusty 
and dusted hidden in the back of a wooden almirah. It would peep at me through 
the corners to add fuel to my curiosity. And so I asked her what were the locked 
up things to which she said, her dearest possessions. A decade old Kanjivaram, a 
Banarasi worn by my grandmother at her wedding, an emerald green silk sari with 
silver glimmer running through the edges, passed on, generation to generation, as a 

Article by Sagarika Das | UG 2017-21
Concept by Devansh Krishnatray | UG 2017-21
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Photographs by Anirudhha Nag | UG 2017-21

family heirloom. I was awed by its beauty but it took me some years to comprehend 
the warmth and the sentiment attached to them. And like my mother, today they 
continue to be my dearest possessions.

With time came change, change in our language, our perception of the world, and 
our way of life. The inherent grandeur of Saree however, still persists. It is not a 
mere draped piece of cloth but rather an identity of an entire culture, a culture that 
encourages diversity and brings forth unity and harmony altogether. And so I try, to 
stop the treasures in the copper chest from attracting ancient dust and turning into 
olden stories. I try to frame them, freeze them and keep them young, in their state 
of grace, living on, enduring after generations have come and gone.
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The fact that the empowerment of women is enriched 
in the constitution of India, is nothing surprising. 

Today, women empowerment is not only an idea being supported in metropolitan 
cities but also reaching out to small towns and its enthusiasm is distinguishable 
in every part of the country. 

Jhargram is a city and a municipality in the Indian state of West Bengal. The place 
enriches numerous cultures and traditions that breeds a magnificent chaplet of 

A grass craft 
sustained 
by the rural 
women of 
West Bengal

Sa
ba

i
Article and Illustration by 

Nikita Nagar | PG 2019-21
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handcrafted products. It is inspiring to see the tough grinding work that the 
women invest reflected in the outcome produced with the Sabai grass craft.

Discrimination against women from womb to tomb is well known in our country 
however, even in the state of Jhargram we see how methodically a woman shares 
her role from being a home maker to a farmer and finally to a business woman. 
By empowering village women, increasing their mobility, helping them to be 
independent and occupying the youth – a wave of innovation is slowly sweeping 
over the districts. Jhargram has been cradling beautiful and interesting crafts in 
its lap of nature. One such craft is with the grass-Sabai. The grass grows mainly 
in barren lands, does not usually need to be sown and grows naturally. Women, 
hand pick the grass and then roll the grass into long ropes. Largely, women are 
involved in the whole process from hand picking to making of final products. 
The grass braids are handmade and the process is similar to hair braiding. When 
the rough edges are cut off and the braids are ready to use the grass is sorted 
according to its length and quality. 

The craftsmen have a practice of dyeing the Sabai strands with natural dyes 
but now Azo-free dyes are commonly used to add vibrant colors to the weave 
instead. The process involves making appropriate bunches of the strands, soaking 
the strands in that boiling water with dyes and then drying them in the sun. 
With the scarcity of water, there is not enough agricultural land and therefore 
cultivation does not suffice as the main revenue generator. Poverty is prevalent 
in these villages and migration to urban centres is very common thus, this craft 
helps generate employment and opportunities that were once difficult to fathom.

It seems to me that if and when women and men share complete equality the 
possibility of excelling increases in the creative and intellectual context. For me, 
an empowered woman is powerful beyond measure and intellectual beyond 
words.
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