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OFFICIAL NOTICES 
 

Sub: Notice is given under Rule 41(1) of Geographical Indications of Goods 
(Registration & Protection) Rules, 2002. 

 
1. As per the requirement of Rule 41(1) it is informed that the issue of Journal 48 of 

the Geographical Indications Journal dated 29th November 2012 / Agrahayana 08, 
Saka 1934 has been made available to the public from 29th November 2012. 

 
 
 
 
  



 

 
NEW G.I APPLICATION DETAILS 

 
371 Shaphee Lanphee  25 Manufactured 

372 Wangkhei Phee  25 Manufactured 

373  Moirang Pheejin  25 Manufactured 

374 Naga Tree Tomato  31 Agricultural 

375 Arunachal Orange  31 Agricultural 

376  Sikkim Large Cardamom  30 Agricultural 

377 Mizo Chilli  30 Agricultural 

378 Jhabua Kadaknath Black Chicken Meat  29 Manufactured 

379 Devgad Alphonso Mango  31 Agricultural 

380 RajKot Patola  24 Handicraft 

381 Kangra Paintings  16 Handicraft 

382 Joynagarer Moa  30 Food Stuff 

383 Kullu Shawl (Logo)  24 Textile  

384 Muga Silk of Assam (Logo)  
23, 24, 

25, 27 & 
31 

Handicraft 

385 Nagpur Orange 31 Agricultural 

386  Orissa Pattachitra Logo 24 & 16 Handicrafts 

387 Bastar Dhokra Logo 6, 21 Handicrafts 
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PUBLIC NOTICE 
 
No.GIR/CG/JNL/2010      Dated 26th February, 2010 
 
WHEREAS Rule 38(2) of Geographical Indications of Goods (Registration and 
Protection) Rules, 2002 provides as follows: 
 
“The Registrar may after notification in the Journal put the published 
Geographical Indications Journal on the internet, website or any other electronic 
media.” 
 
Now therefore, with effect from 1st April, 2010, The Geographical Indications Journal 
will be Published and hosted in the IPO official website www.ipindia.nic.in free of 
charge. Accordingly, sale of Hard Copy and CD-ROM of GI Journal will be 
discontinued with effect from 1st April, 2010. 
 

 Sd/- 
(P. H. KURIAN) 

Registrar of Geographical Indications 
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Advertised under Rule 41(1) of Geographical Indications of Goods (Registration & Protection) 
Rules, 2002 in the Geographical Indications Journal 48 dated 29th November 2012 

 
G.I. APPLICATION NUMBER – 205 

Application Date: 25-03-2010 
 
Application is made by Kalanamak Scented Paddy Production & Conservation Society, 
Bhimappar, Near Railway Crossing, Siddharthnagar, Uttar Pradesh, India for Registration in 
Part-A of the Register of KALANAMAK RICE under Application No: 205 in respect of Rice 
falling in Class -30 is hereby advertised as accepted under Sub-section (1) of Section 13 of 
Geographical Indications of Goods (Registration and Protection) Act, 1999. 
 
A) Name of the Applicant : Kalanamak Scented Paddy Production &  
      Conservation Society  
 
 
B) Address   : Kalanamak Scented Paddy Production &  

Conservation Society, Bhimappar, Near Railway 
Crossing, Siddharthnagar, Uttar Pradesh, India  

 
C) Type of Goods  : Class – 30 – Rice 
 
D) Specification   : 
 

"Kalanamak Rice" is one of the finest quality scented rice of shohratgarh, siddharthnagar, 
Uttar Pradesh. The name Kalanamk Rice has been derived due to its black husk (kala = 
Black, & the suffix 'namak' means salt). It is famous for its taste, palatability, and aroma. 
 
Plant: Vigorous, Tall (140-178 cm). 
Leaf: Dark brown-black, length 24-32 cms. 
Grain: Tall (1.8 to 4.1 mm). 
Colour: Blackish with thin skin (shell) 
Cooking Time: It takes around 10 minutes to prepare 100 gm of rice + 150 ml water in a 
pressure cooker (Under normal conditions) cooked rice is fluffy, soft, non-sticky, sweet, 
and easily digestible with relatively longer shelf-life. 

 
E) Name of the Geographical Indication : 
 

KALANAMAK RICE   
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F) Description of Goods : 
 

"Kalanamak Rice" is one of the finest quality scented rice of shohratgarh, siddharthnagar, 
Uttar Pradesh. The name Kalanamk Rice has been derived due to its black husk (kala = 
Black, & the suffix 'namak' means salt). It is famous for its taste, palatability, and aroma. 
 
The morphological characteristics of the plant and chemical constituents of the fruits are 
as follows:- 
 
Variety Kala Namak (Paddy) 
Average Weight (g) 1000 grains of rice is equivalent to 09 gms. 
Size (cm) Grain Size 0.2 cm to 0.3 cm 
No. of Grains/Plant 62 grains 
No of Days in which 50% of the 
flowering occurs 

99 days 

Yield/ hectare 25 Qtls/Hectare 
TSS (%) 89 % 
Mois ture 11% 
Fat 0.8-2.5 % 
Total Sugar (%) 77-80 % 
 

 
G) Geographical Area of Production and Map as shown in page no.      : 
 

Geographical Area of production of Kalanamak Rice is Bazardeeh, Bazahaw, Dubaripur, 
Dewra, Mohanjot, Siyao,Niyao Ramwapur, Doharia Khurd, Doharia-Bujurg, Nangarh & 
Aligarahawa villages of Siddharthnagar District which lies between 27º 28' North 
Latitude and 82º 45' to 83º 10' East Longitude in the State of Uttar Pradesh .  
 
 

H) Proof of Origin ( Historical records ) : 
 

Kalanamak Rice is in cultivation since the Buddhist period (600 BC). The grains were 
found from excavation of Aligarhwa (district Siddharthnagar, Uttar Pradesh, India), 
located at Nepal border. Aligarhwa has been identified as the real kapilvastu, the 
Kingdom of king Shuddodhan, father of Lord Buddha. Shudedodhan, as the name 
suggests, means pure rice. Aligarhwa in the foothills of the Himalayas is considered the 
paddy bowl. During excavation carbonized rice grains resembling Kalanamak Rice were 
recovered from one of the rooms, which was supposed to be the kitchen store. 

  
Fa-Hien, the Chinese traveler wrote that when Prince Siddhartha (Lord Buddha) visited 
Kapilvastu for the first time after attaining 'pure knowledge', while passing through Bajha 
jungle, he was stopped at Mathla village by the people. The villagers asked Siddhartha to 
give them 'prasad'. Siddhartha took the rice he had taken in alms and gave it to the 
people, asking them to sow it in a marshy place. The rice thus produced "will have 
typical aroma which will always remind people of me, "he said. Since then Bajha jungle 
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has vanished and its place has been taken by Bajha village near Kapilvastu. Instead of 
Mathla, now Mudila village exists. The actual belt of Kalanamak rice is still believed to 
be the tract between Bajha and Aligarhwa. This variety, if sown elsewhere, loses its 
aroma and quality. 
 
The first effort for the conservation of Kalanamak was made by the Englishmen William 
built four reservoirs at Bajha, Martghi, Moti and Majghauli to produce Kalanamak Rice 
in a large quantity. They not only produced this variety for their own consumption, but 
transported it to England from Uska-Bazar Mandi, passing through Dhaka (now in 
Bangladesh) via sea route. Due to its increasing demand, the British captured the land 
around Kapilvastu and estabilished Birdpur and Alidapur states. All these evidences 
indicate that Kalanamak Rice has been cultivated in Siddharthnagar from or even before 
the Buddhist period (600 BC). 
 

I) Method of Production : 
 

Agronomical practices being followed by the farmers are as follows: 
 
I. Seed Germination Test: The seed is usually being tested for the germination rate 

before sowing it. 
a. Soil is placed in a sand pot. 
b. Water is sprayed over the soil to keep the soil wet. 
c. 100 No. of seed grains are sown. 
d. The pots are regularly sprayed by water to keep moist for a week. 
e. After on week percent germination is observed by counting the seedling. If eighty 

to ninety percent germination is there then further it is treated that seed is of good 
quality. 
 

II. Seed Rate- 20 kg/hectare 
 
III. Preparation of Nursery:- 
a. Preparation of One Mandy Nursery is required for sowing One Bigha of paddy. 
b. The field needs to be irrigated once to keep the soil cool. 
c. After intensive puddling of soil, mix 30 kg of cow dung (per mandy). 
d. After 3 hours of the puddling process, germinated seeds can be sown in the nursery.  
e. After 8 day of sowing of seed the field has to be irrigated and 5 kg of Neem cake 

per bigha & 100 gm's of multi plus is added. 
f. After 20 to 22 days the nursery is to be transplanted in the field. 

 
IV. Pest and Disease- 
 Before the seeds are sown requisite treatment for pest resistance & control should 

be done to keep the seeds safe & free from diseases that manifest in at this stage. 
 Kalanamak Paddy seed is treated with "Trycoderma" and cow urine. 
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The procedure adopted is as follows: 
a. 5 kg paddy seed is treated with 3 gms of Trycoderma Powder with proper 

dilution using water. 
b. The Treated Paddy seed is kept for 24 hours. 
c. After 24 hours the treated seeds are to be placed in a coconut sack with 

some heavy object on it. 
d. within 2-3 days the seed are ready for sowing. 

Removal of infected seeds and keeping the field clean helps in reducing the incidence. 
 
 
K) Uniqueness: 

 
1. Outer layer of the grain is ‘black” that is husk colored with dark brown - black. 
2. Aroma is stronger than any other rice cultivated in india. It has “3” number of 

scented gean rather than “2” number ( all other scented variety except kalanamak 
rice ) 

3. Newly milled rice is non sticky and sweet rather than any other scented rice. 
4. Newly milled rice is easily digestible that is exceptional character of 

kalanamakrice. 
5. Kalanamak rice considered to be finest quality rice in international trade. 
6. Cooked rice is fluffy. 
7. In local market it earn higher price than basmati rice. 
8. Relatively longer shelf - life of the very cooked rice. 
9. Famous for taste and palatability rather than any other scented  rice. 
10. Soft gel consistancy and having 25-30 % amylose. 

 
 
L) Inspection Body: 

 
The inspection body consisting of the following members  has been constituted.  
 
1. Department of Plant Breeding and / or Genetics, Indian Agriculture 
 Research Institute, New Delhi. 
2. Shoharatgarh Environmental Society Shoratgarh, Siddharth Nagar,  
3. Narendra Dev Agriculture University, Kumarganj, Faizabad. 
4. Deputy Director of Agriculture, Siddharth Nagar. 
5. Gram Pradhan, Niyao, Shoratgarh, Siddharth Nagar. 
6. Kalanamak Cented Paddy Production And Conservation Society Siddharth 
 Nagar. 
7. Krishi Vigyan Kendra, Sohana, Siddharth Nagar. 
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Advertised under Rule 41(1) of Geographical Indications of Goods (Registration & Protection) 
Rules, 2002 in the Geographical Indications Journal 48 dated 29th November 2012 

 
G.I. APPLICATION NUMBER – 209 

Application Date: 23-07-2010 
 
Application is made by The Thanjavur Musical Instruments Workers Co-operative Cottage 
Industrial Society Limited, Reg. No.T1270. Estd.1952 No.16, South Main Street, Thanjavur, 
Tamil Nadu, India facilitated by Tamil Nadu State Council for Science & Technology for 
Registration in Part-A of the Register of THANJAVUR VEENAI under Application No: 209 in 
respect of Musical Instruments falling in Class – 15 is hereby advertised as accepted under Sub-
section (1) of Section 13 of Geographical Indications of Goods (Registration and Protection) Act, 
1999. 
 
A) Name of the Applicant : The Thanjavur Musical Instruments Workers 

Co-operative Cottage Industrial Society Limited  
facilitated by Tamil Nadu State Council for Science 
& Technology 

 
B) Address   : The Thanjavur Musical Instruments Workers  

Co-operative Cottage Industrial Society Limited, 
(Reg.No.T1270. Estd. 1952), No.16 South Main Rd, 
Tanjavur, Tamil Nadu, India 
Represented by: 
Shri. P. Sanjai Gandhi, Advocate, Chennai 

 
C) Type of Goods  : Class – 15 – Musical Instrument (Veena) 
 
D) Specification   : 
 

 The Thanjavur veena is one of the most ancient and revered South Indian 
instruments. 

 The Thanjavur veena has an interesting construction. They are of two types viz. 
The “Ekantha Veena” and “Sada Veena”. “Ekantha Veena” is carved from a 
single block of wood, while “Sada Veena” has joints and is carved in three 
sections (i) resonator, (ii) neck and (iii) head. 

 The veena has 24 fixed frets (Mettu), so that all ragas can be played. 
 Thanjavur veena has seven strings, four are playing strings and three are drone 

strings (thalam). It has no sympathetic strings. 
 In Thanjavur Veena, the main bridge is a flat bar made of brass. This bar has a 

very slight curve. It is this light curve which gives the veena its characteristic 
sound. 

 The body of the Veena is beautifully painted, carved and chiselled by hand. It is 
this which makes the Thanjavur Veena distinct and elegant from other Veenas. 

 Other Features: 
 52” Long 
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 24 brass frets 
 7 strings. 
 Painted and carved peg box. 
 With wooden shell case. 

 
E) Name of the Geographical Indication : 
 

THANJAVUR VEENAI  
 

F) Description of Goods : 
 

 
 The Thanjavur Veenai is about four feet in length. It has a large, round body with 

a thick, wide neck, the end of which is carved into the head of a dragon. A small 
resonator is attached to the underside of the neck. Thanjavur veena has 24 fixed 
frets (Mettu), so that all ragas could be played. These 24 metal frets are embedded 
with hardened bees-wax, mixed with charcoal powder. 

 Thanjavur veena has seven strings, four are playing strings and three are drone 
strings (Thalam). It has no sympathetic strings. Melody is produced on four metal 
strings that run above the frets. These are stretched over a wide bridge that sits on 
the body of the veena. Three other strings run alongside the neck of the 
instrument. These are used for maintaining time and for playing the drone. Thus 
the Thanjavur veena has an interesting construction. 

 The performer, sits cross-legged on the stage, rests the small resonator on the left 
lap. The fingers of the left hand are used to press, pull and glide on the frets, while 
the fingers of the right hand are used to pluck and twang the strings. 

 There are two types of Thanjavur Veena. They are “Ekantha Veena” and “Sada 
Veena”. “Ekantha Veena is carved from a single block of wood, while “Sada 
Veen” has joints and it is carved in three sections (i) resonator, (ii) neck and (iii) 
head. 

 Thanjavur Veena is beautifully painted and carved, which makes its distinct and 
elegant from other Veenas. 

 
G) Geographical Area of Production and Map as shown in page no.      : 
 

Thanjavur lies on the South East coast of Tamil Nadu. Thanjavur district is situated 
between 10˚ 8’ and 11˚25’ North Latitude and 78˚ 47’ and 79˚ 52’ East Longitude. The 
production of the Thanjavur Veena is mainly done by the local artisans who have 
domicile in an around the town of Thanjavur.  
 

H) Proof of Origin ( Historical records ) : 
 

Background: 
 
Rhythm comes naturally to man, since everything in creation moves to it. It is man’s 
oldest impulse. This basic impulse of rhythm in him led him to standardise the various 
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forms of emotional expression he was familiar with and to create and design rhythmic 
instruments. 

 
The first stringed instrument invented by man was the hunter’s bow. When the hunter 
shot his arrow, he must have noted that the bowstring produced a pleasant humming 
sound. If he twanged the bowstring near the cavity of the month, the sound was 
amplified. If the rested the bow on some hollow object, the resonance increased still 
further. The next discovery probably was that the sound varied with the length of the 
string. Strings of varying length must then have been attached to the hunting blow. Thus 
must have evolved the basic principle of the world-famous harp. The fact that a piece of 
skin stretched over a hallow body such as a pot produces a sound of relatively great 
volume when caused to vibrate was known to man very early. He used this principle to 
increase the volume of sound by fastening one end of the string to a drum and thus 
invented a kind of resonator. He gave one end of the bow shape of a hallow boat and 
stretched a skin tightly over it. Several strings were merely tied round the bow shaft and 
could be tuned only by an elaborate process of unfastening and refastening. This type of 
bow-shaped veena was apparently very widely used in ancient India as it is frequently 
represented in sculpture dating from the 3rd century B.C. such an instrument was called 
yazh in Tamil. The yazh is mentioned in several works of Tamil literature. This indicates 
that musical instruments were extensively used by the Dravidian people of southern 
India. 

 
History: 
Veena is one of the three celestial musical instruments, having references from Vedic 
times (along with Flute and Mridangam). The fact that Saraswathi, the goddess of Art, is 
always identified with Veena, only symbolises that Music (synonymous with Veena) has 
primary importance among all forms of fine arts. 
 
In the ancient Indian epics of Ramayana and Mahabharata musical instruments are 
frequently mentioned. As Lakshmana enters the inner apartments of Sugriva, he hears 
singing and the ravishing strains of the music of the veena and other stringed instruments. 
It is to the Veena’s music that Lava and Kusa sang the Ramayana during the 
Ashvamedha in Valmiki’s Ramayana. 
 
Some references from scriptures and literature to manifest the fact how divine this 
musical instruments is. 
 

 Legends have it that Saga Agastya was also a Veena exponent and once had a 
competition with Ravana in Veena, wherein Mount Maha Meru stood in 
judgment. 

 Lankerswaran Ravana, who was highly musically inclined, was also an 
accomplished Veena player. As per a legend, to appease Lord Siva, he once cut 
one of his heads and also his body nerves, made a Veena and played Samaganam. 
So much was his love for the instrument that he had Veena in his flag and was 
called “Veenaikodiyon”. 

14



 Saga Narada, who is believed to have blessed St. Thyagaraja with his treatise on 
Sangeetha Shastra (St. Thyagaraja has acknowledged the Teacher status of 
Narada) was himself an exponent in Veena and played one called Mahathi. It is 
interesting to note that the scriptures and puranas have called the Veena by 
various names. 

 In Soundarya Lahari’s Sloka 66 there is a beautiful anecdote which goes on like 
this: Goddess Saraswathi is “singing” praise of Pasupathi in her Veena (it is said 
that when Saraswathi plays the Veena, one gets to hear the lyrical form itself and 
that is why the wood “singing” in used-gaayanthee ) in the presence of Devi 
Parvathi, who at an exhilarated moment vocally exclaims at the beauty of the 
music. That simple exclamatory Aaha! of Devi is sweeter than the music itself 
making Saraswathi to simply blush and stop playing and she even silently wraps 
up her instrument! (vipachyaa gaayanthee). 

 In Lalitha Sahasranamam, Lord Hayagreeva refers to the same incident in Sloka 
11, by saying “Nijasallaba mathurya vinirbarthsitha kachabee” 

 Mahakavi kalidasa is believed to have commenced his poetic streaks with his 
famous “Manikya veenam upalalayantheem”. Also in his Navaratnamala, he has 
mentioned that parasakthi was playing Veena “Sarigamapadani rathaam tham 
veena sankraatha kaantha hasthaanthaam”. There are five references to the veena 
in that sloka of 9 verses. 

 In Rajarajeswari Ashtakam, Adi Sankara has mentioned “veenavenu vinotha 
mandithakara veerasanaa samsthithaa”. 

 Interestingly, through we always refer to Goddess Saraswathi as the custodian of 
the Art, (Aayakalaigal arupptu naangu) Mahaans like Adi Sankara, Kalidasa, 
Abirami Bhattar etc. have identified Parasakthi herself as the supreme commander 
of all forms of Fine Arts, amply demonstrated by God Hayagreeva, who in Lalitha 
Sahasranamam, calls Her “Chathushshashti Kalamayee”(personification of 64 art 
forms). 

 Coming to Tamil, perhaps the early reference can be traced to Tirukkural in 
verses 66 & 279, wherein the pure Tamil word (Yaazh) is used to refer to the 
Veena. 

 “Kuzhal inidhu Yaazh inidhu enbar tham makkal Mazhalai choll kelaadhavar – 
Kanal kodidhu Yaazhkoodu sevvidu aanganna vinaipadu paalaal kolal”. 

 In Abirami anthathi, in song No 70, Bhattar extols the beauty of Parasakthi who is 
seen by him, among other things, “veenaiyum kaiyyum”. 

 Appar, who wrote “Masil veenaiyum maalai madhiyamum” refers to the 
blemishless Veena music, along with things like the twilight moon, gentle breeze, 
lily pond etc. as the forms of bliss that one can get at the feet of the Lord. He has 
also mentioned that Lord Siva himself is adept at the instrument in another of his 
poems. (Em Irai nal veenai vasikkumme). 

 Lately, of course, Bharathiyar has sung “Nalladoor veenai sayde” and also when 
he sang in praise of Saraswathi, he wrote “Vellai thaamarai poovil iruppal- veenai 
seyyum oliyill iruppal” 

 
The instrument is elaborately described in the Silappadikaram. It appears to have 
been very popular in southern India. The kings of the early Tamil royal houses, the 

15



Cheras, the Cholas and the Pandyas, as well as several petty chiefs, patronized 
minstrels called panas, who the yazh on their shoulders went from court to court 
singing songs describing the adventures of kings and nobles in war and love. 
 
The strings of the yazh were tuned to absolute pitch and the instrument itself was 
played on open strings. Each string was named after the note to which it was tuned. 
Different rages could be played by shifting the tonic. Since the strings produced only 
the purse notes, it was not possible to play the gamakas (graces) as can be done on the 
modern veena or the sitar. Originally the voice was closely accompanied by the flute 
which played the various gamakas and embellishments. 
 
Among the many theorists and musicians who were responsible for the development 
of music in the 16th century, Pandit Ahobala, the author of Sangita Parijata (early 17th 
Century) describes special attention. He seems to the musicologist to describe the 
values of note in terms of lengths of the string on the veena. Sangita Parliata is one of 
the important works relating to the Hindustani system. 
 
The Raghunatha Nayak, Ruler of Tanjavoor (1614 - 1632), and his prime minister 
and musicologist Govinda Dikshita modified the then existing Veena i.e. the 
Saraswati Veena with 24 fixed frets (Mettur), so that all ragas could be played, hence 
it is called as “Thanjavur Veena”. In fact today Ragunatha Nayak is considered to be 
the Father of the Thanjavur Veena. 
 
Thus the current form of the Saraswati Veena with 24 fixed frets evolved in 
Thanjavur, during the reign of Raghunath Nayak and it is for this reason the 
Thanjavur (Tanjore) veena is sometimes called the Raghunatha Veena. Prior to his 
time, the number of frets on the Veena were less and also movable.  
 
Sources from: a. Thanjavur Nayakar History by Kudavayil Balasubramaniam, b. 
Padmabhooshan Prof. P. Sambamurthy, Musicologist. 
 
Thus the earlier version the Veena (i.e. Saraswati Veena) had less than twenty 
movable frets which had to be adjusted. The fixing of the frets (twelve for each 
octave) paved the way for the development of the famous scheme of seventy-two 
melakartas of the Karnatak system. The style of presenting Carnatic music has grown 
largely around the Thanjavur Veena technique and many of he noted south Indian 
musicians, musicologists and composers of the past have been Thanjavur Veena 
players. 
 
Source: S. Krishnaswami, “Musical Instruments of India”, 3rd Revised Edition, 
Publication Division, Ministry of Information and Broadcasting, Government of 
India, New Delhi, 1993, pp. 9-16. 
Source: Dr. Jayanthi Kumaresh, “Veena” 
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I) Method of Production : 
 

The process of carving the Thanjavur veena is pain staking, delicate, time consuming and 
involves superior craftsmanship. As mentioned supra the Thanjavur veena has an 
interesting construction. There are two types of Thanjavur Veena, they are “Ekantha 
Veena” and “Sada Veena”. “Ekantha Veena” is carved from a single block of wood, 
while “Sada Veena” has joints and it is carved in three sections (i) resonator, (ii) neck and 
(iii) head. 
 
Raw material - wood 
 
The wood obtained from the Jackwood tree is mainly used in making of Thanjavur 
Veena.  However, occasionally Rosewood and Champak wood is also used. Wood from 
the fully grown Jackwood tree without nodes is usually chosen for making Thanjavur 
Veena. The Jackwood trees found in and around Thanjavur is of fine and superior quality. 
Prior to usage the wood should be seasoned for a minimum period six months. 

 
Construction: 
 
Thanjavur Veena is about four feet in length, its design consists of: 1. A large resonator 
(Kudam) the functional one, 2. A small table-like wooden bridge (Kudurai), 3. A tapering 
hollow neck (Dandi), 4. Non – functional resonator, 5. Seven strings of the Veena. The 
various parts of the Veena are highlighted in the figure enclosed as Annex. herewith. 
 
The kudam is carved and hollowed out of a log. It should be one foot to one and a half 
feet high, and the diameter should be 14 inches for a full sized veena and twelve to 
thirteen inches for the medium sized veena. The Kudam is scooped out with a uniform 
thickness of half an inch to three fourth of an inch. The top plank of the kudam is glued 
and nailed at required places. The Kudam is attached to a tapering hollow neck (Dandi) 
topped with 24 metal frets which are embedded with hardened bees-wax, mixed with 
charcoal powder on wooden tracks, and a tuning box culminating in a downward curve 
and an ornamental dragon’s head (the Yali). There is another resonator at the top of the 
neck. It is not a functioning resonator, but is mainly used as a stand to facilitate the 
positioning of the instrument when it is played. Because it is no longer functioning it is 
not unusual to find that this upper resonator may be made of acoustically neutral 
materials. 
 
A small table-like wooden bridge (kudurai)-about 2 × 2½ × 2 inches-is topped by a 
convex brass plate glued in place with resin. Two rosettes, formerly of ivory, now of 
plastic or horn, are on the top board (palakai) of the resonator. Four main playing strings 
tuned to the tonic and the fifth in two octaves stretch from fine tuning connectors 
attached to the end of the resonator across the bridge and above the fret board to four 
large-headed pegs in the tuning box. Three subsidiary drone strings tuned to the tonic, 
fifth, and upper tonic cross a curving side bridge leaning against the main bridge, and 
stretch on the player’s side of the neck to three pegs matching those of the main playing 
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strings. All seven strings today are of steel, with the lower strings either solid thick gauge 
wire or round wound. 
 
Carving: 
The body of the Thanjavur Veenai is painted and engraved with delicate wood work 
which usually consists of picture of god and goddess, motifs of flowers or birds, give it a 
elegant beauty of appearance. 
 
Playing: 
The Thanjvur veenai is played by sitting cross-legged with the instrument held tilted 
slightly away from the player. The small gourd (non-resonating) on the left rests on the 
player’s left thigh, the left arm passing beneath the neck with the hand curving up and 
around so that the fingers rest upon the frets. The palm of the right hand rests on the edge 
of the top plank so that the fingers (usually index and middle) can pluck the strings. The 
drone strings are played with the little finger. The Veena’s large functional resonator is 
placed on the floor, beyond the right thigh. 
 
Quality: 
 
The greatest of art and craftsmanship is involved in the making of the Thanjavur Veena, 
since the least flaw in workmanship will spoil the tone and reduce the value of the 
instrument. Traditionally the artisans belong to a community of people viz. the 
Viswakarma sect, who till date have a unbroken heredity in making quality Veena’s. 
 

 
J) Uniqueness: 
 

i) The handiwork on the Thanjavur Veena is unique to the artisans here, 
 
ii) The Thanjavur Veena was the first modified Veena with 24 fixed frets that 

evolved in Thanjvur during the time of Ragunatha Nayak. Consequently by fixing 
the frets the same Veena could be used to play all the Ragas in one Veena. The 
fixing of the frets (twelve for each octave) paved the way for the development of 
the famous scheme of seventy-two melakartas of the Karnatak system. The style 
of presenting Carnatic music has grow largely around the Thanjavur Veena 
technique and many of  the noted south Indian musicians, musicologists and 
composers of the past have been Thanjavur Veena players.  

 
iii) The variety of wood used from a particular strain of matured Jackwood tree is 

unique to Thanjavur, hence the Veena made from the said Jackwood tree is 
unique. 

 
iv) Traditionally since the 17th Century the Viswakarma sect of persons have been 

involved in the manufacture of the Veena and thus the heritage as regards this has 
been handed over from one generation to the other. 
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The craftsmanship and the skill in making the functional resonator (Kudam) is unique to 
the Thanjavur Veena for no other Veena has a similar construction to that of the Veena 
here. 

 
K) Inspection Body: 

 
An expect committee represented constituted by the Musical Instrument Workers, the 
Tamil Nadu Handicrafts Development Corporation, the local Thanjavur Fine Art 
Paadukaapu Sangam and production parameters for Thanjavur Veena. The Quality & 
production parameters prescribed by the Expert Committee would be in accordance with 
the general practice of production and would be in binding on all the Musical Instruments 
Workers. The Quality and production parameters as recommended by the Expert 
Committee would be binding on the Inspection Committee. 

 
L) Others: 

 
Veena represents the system of Indian music. The veena is a complete instrument, it has 
strings to play the raga and that too in a wide range of pitch, it has the drone so necessary 
for Indian music, and these drone strings are also placed on them and provide the basic 
components, sruti, laya and sahitya, which no other instrument has. Its main attraction is 
the mellow tonal quality which is capable of evoking a meditative atmosphere. 
 
The noble prize winning physicist Sir C.V. Raman has described the Veena as having a 
unique construction. The string terminations at both ends are curved and not sharp. Also, 
the frets have much more curvature than any other instrument. Unlike in guitar, the string 
does not have to be pushed down to the very base of the neck, so no ratting sound is 
generated. This design enables a continuous control over the string tension, which is 
important for glissandi, produces more harmonics than any other instruments. 
 
As a state party to the UNESCO Convention 2003, India has identified Veena as an 
element of Intangible Cultural Heritage and proposed its inscription in the Representative 
list of UNESCO. 
 
The Veena is the instrument associated with Goddess Saraswati, the goddess of learning 
and the arts. This instrument is common in south India and is an important instrument in 
‘Carnatic Music’. It is commonly referred as ‘vina’, ‘veena’,’veeani’ the “Saraswati” part 
being implied. 
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Advertised under Rule 41(1) of Geographical Indications of Goods (Registration & Protection) 
Rules, 2002 in the Geographical Indications Journal 48 dated 29th November 2012 

 
G.I. APPLICATION NUMBER – 211 

Application Date: 29-07-2010 
 
Application is made by Director of Horticulture, Department of Horticulture, Government of 
Karnataka, Biotechnology Centre, Hulimavu, PB No.7648, Bangalore - 560 076, Karnataka, 
India for Registration in Part-A of the Register of BANGALORE BLUE GRAPES under 
Application No: 211 in respect of Horticulture products falling in Class -31 is hereby advertised 
as accepted under Sub-section (1) of Section 13 of Geographical Indications of Goods 
(Registration and Protection) Act, 1999.  
 
A) Name of the Applicant : Director of Horticulture, Department of  
      Horticulture, Government of Karnataka,  
 
B) Address   : Director of Horticulture, Department of  

     Horticulture, Government of Karnataka  
Biotechnology Centre, Hulimavu, PB No.7648, 
Bangalore - 560 076, Karnataka, India 

 
C) Type of Goods  : Class – 31 – Horticulture products (Grapes) 
 
D) Specification   : 
 

 Bangalore Blue grapes are found growing in Bangalore Rural district, covering 
Doddaballapur, Devanahalli, Nelamangala and Hoskote region only.  

 Bangalore Blue grapes are supposed to be a hybrid between Vitis vinifera and V. 
labrusca.  

 In Bangalore Blue grapes Berries are small sized, dark purple in colour, ovoid, 
seeded with thick skin having particular taste with a blend of sour and sweet. Juice 
is purple coloured, clear and pleasantly flavoured.  

 Bangalore Blue grapes has a good keeping quality and mainly used for making 
juice and wine with 16-18% Total Soluble Sugar. 

 
E) Name of the Geographical Indication : 
 

BANGALORE BLUE GRAPES  
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F) Description of Goods : 
 

Bangalore Blue grapes are found growing in Bangalore Rural district, covering 
Doddaballapur, Devanahalli, Nelamangala and Hoskote region only.  
Bangalore blue grapes are supposed to be a hybrid between Vitis vinifera and V. 
labrusca. 
Plant: Plant is a deciduous climber. 
Leaves: Leaves simple, cordate and palmately lobed. 
Flowers: Inflorescence terminal panicles of cyme. Flowers are hermaphrodite.  
Fruits: Berries are small sized, dark purple, ovoid, seeded with thick skin. having 
particular taste with a blend of sour and sweet.  
Juice is purple coloured, clear and pleasantly flavoured. 
 

G) Geographical Area of Production and Map as shown in page no.      : 
 

Bangalore Blue grapes are found growing in Bangalore Rural district, covering 
Doddaballapur, Devanahalli, Nelamangala and Hoskote region situated between 12º 51' 
51" and 13º 39' 54" North Latitude and 77º 10' 52" – 77º 58' 05" East Longitude. 
 

H) Proof of Origin ( Historical records ) : 
 

The historical perspective of the Bangalore Blue Grapes has also been mentioned in the 
Bangalore District, Karnataka State Gazetteer, Government of Karnataka, Bangalore in 
the year 1990. 
 

I) Method of Production : 
 

Cultivation Practices 
Land Preparation 
The land is tilled and laid into plots of 120 m x 180 m separated by 3 m wide roads. Land 
within a plot is leveled perfectly to have a gradient of less than 1 percent in any direction 
to ensure uniform discharge of water through the emitters of drip irrigation systems. 
 
Trenches of 75 cm width, 75 cm depth and 118 m length in a north-south direction with a 
gap of 3 m between trenches are opened with heavy machinery. They are closed with 
topsoil, up to a height of 45 cm after 15 days exposure to sun. The remaining gap is filled 
with a mixture of soil, cattle manure, single super phosphate, sulphate of potash and 
micro-nutrients. Usually, 50 kg of cattle manure, 2.5 kg of superphosphate, 0.5 kg of 
sulphate of potash and 50 g each of ZnSO4 and FeSO4 are added to the soil for every 
running meter length of the trench. 
 
Planting 
The best season for planting the rooted cuttings of cultivated varieties in the main field is 
September-October whereas for rootstocks it is February-March. Spacing generally varies 
with the varieties and soil fertility. For vigorous varieties it is 6 m x 3 m or 4 m x 3 m and 
3 m x 3 m or 3 m x 2 m for less vigorous varieties. 
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Bower system of training is used in Bangalore Blue Grape as it is highly suited for 
vigorous varieties. In this system a bower of 2.1 m height is erected using stone pillars as 
supports and galvanized iron wire of 8 and 10 guage thickness for mesh. One vigorous 
growing shoot is selected by nipping off other shoots and this single shoot is allowed to 
grow up straight with the support of bamboo or plastic wire stake.Cut off all the axillary 
shoots and the main growing shoot is pinched off at 15 cm below the pendal level. Two 
shoots arising from below the cut are allowed to grow in opposite direction on the wires 
overhead. These two shoots develop into main Arms. On the main arms side shoots are 
allowed to grow at regular intervals of 40 to 45 cm. apart. These side shoots are called 
secondaries and tertiaries or canes from which fruiting spurs develop. The arms and 
secondaries form the permanent frame work of the vine. The main arm should be trained 
towards east and west direction so as to reduce damage due to sunburn during summer 
months especially after February-March pruning. The entire space allocated for each vine 
is covered in instalments by intermittent pinching of the primary arms and secondary not 
allowing them to grow more than 60 cm. at a time. As they grow the shoots are tied with 
jute twine and all tendrils are removed. 
 
In Bangalore Blue, which are fairly resistant to rain damage and in which fruit bud 
differentiation is not impaired by cloudy weather and rains, pruning is done at any time of 
the year. As a result, five crops are harvested every two years. 
 
Manures and Fertilizers 
Soils in vineyards at Bangalore Rural district are sandy loams the usage of organic 
manure has assumed high importance. A standard dose of 500:500:1000 kg of N, P2O5 
and K2O per hectare is followed. The annual dose is fixed based on the petiole analysis 
carried out at 45 days after spur pruning. While 40 percent of the annual dose is given 
through organic sources, 60 percent is given as inorganic fertilizer. Calcium ammonium 
nitrate is usually not used. Recently application of soluble fertilizers through drip 
irrigation is picking up. 40 percent of N, 50 percent of P2O5 and 33 percent of K2O of 
the annual dose is given during the growth season and the rest in the fruiting season. 
Apart from the chemical fertilizers, the farmers apply FYM (~ 25 Kg), Neem and 
Pongamia cake each 2 Kg and sand (~ 10 Kg) during the time of planting and annually 
for each plant. This particular practice prevailing in Devanahalli, Doddaballapur region. 
 
Irrigation method 
Since grapes are grown in areas where the evapotranspiration exceeds the precipitation, 
irrigation is essential. Less than 10 percent of the vineyard areas are surface irrigated, 
while the rest is irrigated by drip systems. Water is applied at different rates at different 
stages of vine growth and berry development. 
 
Harvesting and Yield 
Generally harvesting is done in two seasons, January to March and June to December. A 
good crop yields of 40 to 60 tones per hectare. More than 80 percent of the total 
production is consumed as table grapes. Approximately, 2.5 percent (22,000 t) of fresh 
grapes are exported to the Middle East and European countries. The rest of the produce is 
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marketed within the country. Grapes are exported through three different agencies viz., 
Grower Exporters, Growers’ Cooperatives and the Trader exporters. 

 
J) Uniqueness: 
 

i) Bangalore Blue grapes are found growing in Bangalore Rural district, covering 
Doddaballapur, Devanahalli, Nelamangala and Hoskote region only.  

ii) The particular taste with a blend of sour and sweet is characteristic of this variety. 
iii) Bangalore Blue grapes has a good keeping quality and mainly used for making 

juice and wine with 16-18% Total Soluble Sugar.  
iv) Bangalore Blue grapes is resistant to anthracnose. 
v) Bangalore Blue grapes, which are fairly resistant to rain damage and in which 

fruit bud differentiation is not impaired by cloudy weather and rains, pruning is 
done at any time of the year. As a result, five crops are harvested every two years. 

 
K) Inspection Body: 
 

The inspection Structure is as mentioned below: 
 

a. Joint Director of Horticulture (Biocentre), Hulimavu, Bangalore – Head; 
b. Deputy Directors of horticulture, Bangalore Rural, Bangalore Urban, 

Chikkaballapura and Kolar – Members 
c. Taluk Level Officers – Members 
d. Horticulturist of the local Agricultural Research Station of the University of 

Agricultural Sciences – Members. 
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Advertised under Rule 41(1) of Geographical Indications of Goods (Registration & Protection) 
Rules, 2002 in the Geographical Indications Journal 48 dated 29th November 2012 

 
G.I. APPLICATION NUMBER – 233 

Application Date: 01-04-2011 
 
Application is made by Gramin Hastkala Vikas Samiti, F-111, Anand Vrindavan, Sanjay 
Palace, Agra – 282002, Uttar Pradesh, India for Registration in Part-A of the Register of AGRA 
DURRIE under Application No: 233 in respect of Mats, Rug, Durrie, etc. falling in Class - 27 is 
hereby advertised as accepted under Sub-section (1) of Section 13 of Geographical Indications of 
Goods (Registration and Protection) Act, 1999. 
 
A) Name of the Applicant : Gramin Hastkala Vikas Samiti 
 
B) Address   : Gramin Hastkala Vikas Samiti,  

F-111, Anand Vrindavan, Sanjay Palace, Agra – 
282002, Uttar Pradesh, India  

 
C) Type of Goods  : Class – 27 – Mats, Rug, Durrie, etc  
 
D) Specification   : 
 

Agra Durrie is a traditional hand woven textile product. It is a flat woven pileless rug 
having a rich variety of designs and colours. It is essentially a thick cotton woven fabric 
meant for spreading on the floor. It is a weft-faced fabric on both its sides as warp is 
completely covered by the weft. In its simplest form it is made in plain weave and in 
simple stripes in different colours running from side to side or broken into rectilinear 
sections or with simple patterns in single colour or multi colours. 
 
Durrie being woven in and around Agra can be classified in three types as follows: 
 
a. Durrie of Cotton / jute / Hemp: 

Base material: Cotton- 30S/60S 5 - ply cotton yarn;  
Warp: 10S 6 - ply cotton yarn. Jute yarn/hemp; 
Weft: unspun cotton/jute yarn. 
 

b. Woollen Durrie: 
Warp: 10S- 6 ply cotton yarn;  
Weft : 60S- 2 ply dyed woollen yarn/100S count worsted undyed woollen yarn (for 
complex curvilinear designs) 
 

c. Chindi Durrie: 
Warp- cotton yarn ;  
Weft - Chindi, scrap/leather/any fabric/ viscose hosiery/jute/ hemp  
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E) Name of the Geographical Indication : 
 

AGRA DURRIE  
 
 
 
 
 
 
 
 
 

F) Description of Goods : 
 

Agra Durrie is a flat woven pileless rug having a rich variety of designs and colours in 
simple stripes in different colours running from side to side or broken into rectilinear 
sections or with simple patterns in single colour or multi colours. 
 
Agra Durries being woven in and around Agra can be classified in three types as follows: 
 
a. Durries of Cotton / jute / Hemp : 

This kind of Durries are made of Cotton / jute / Hemp and can be woven into 
different sizes and needs, such as large durries for decoration of large halls, lobbies, 
stair cases, upto about eighty feet in length and twenty five feet width, Durries for 
saddle cloth or animal cover, large grain carrying bags. Cotton – smaller room 
durries, bed durries, jainamaz (prayer mat) with single or multi niche. 

 
b. Woollen Durrie: 

Woollen durries are in which warp is cotton yarn and weft is woollen yarn. Wollen 
durries are stripped or having repeated geometric motifs, framed by simple borders as 
well as pictorial designs with a woven narrative including images of flowers, birds, 
reptiles and people are woven. These Durries are used in Big Tents, Halls, Darbar 
Halls, Marriage pavilions, smaller room durries, bed durries, jainamaz (prayer mat) 
with single or multi niche.  

 
c. Chindi Durrie: 

The Chindi Durrie or rag rug in which waste cloth (chindis) are formed into a weft 
strand and used in weft determines in weight of rag-rug. It was originally made from 
scraps of old apparel, the wrap being the stout cotton thread, but the scraps have now 
changed and now they come in bluk, right out of the garment manufacturing units that 
is why  the chindi durrie appears in all colours of the rainbow. An innovation on the 
same theme is leather scrap durrie. With thriving leather industry at Agra, Kanpur and 
other places, leather scrap is no problem and this being fashioned into elegant and 
unusual rugs. 
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G) Geographical Area of Production and Map as shown in page no.      : 
 

Agra Durries are produced in the Agra district of Uttar Pradesh. The main production 
centres of Agra Durries are Fatehpur Sikri, Etmadpur Khandauli, Shamshabad, 
Fatehabad, Jagner, Kheragarh, Sainya, Achanera, Akola, Bichpuri, Barauli Ahir, Bah, 
Pinahat & Jaitpur Kalan of Agra district. The production of Agra Durries lies between 26º 
44' to 27º 25' North Latitude and 77º 26' to 78º 32' East Longitude.  

 
H) Proof of Origin ( Historical records ) : 
 

The origin of the Agra Durrie traced back in epics ‘Mahabharat’. It was believed that the 
people of Agra adorned floor covering  in order to welcome lord Krishna at ‘Shauripur’ 
near Agra during the ancient period.  
 
Abul Faizal, the great writer during the time of Akbar has described about the floor 
covering industry of Agra in his magnamapous ‘Ain-e-Akbari’. The book has explained 
about the existence of carpet factory in Agra fort during the period. He wrote, “His 
majesty has caused durries to be made of wonderful varieties and charming textures; he 
has appointed experienced workmen who have produced many masterpieces. All kinds of 
durries weavers have settled here, and drive a flourishing trade during the period. These 
are found in every town, but especially in Agra, Fathpur (Now Fatehpur Sikri) and 
Lahore.”  

 
The historical perspective of the Agra Durrie has also been mentioned in the Agra 
District Gazetteer of Uttar Pradesh Govt. of U.P., Lucknow in the year 1965  
 
In other words from the epic times to date, the industry is very old and traditional in the 
world carpet and other floor covering industry, and thus continuous generationally in 
Agra too 
 

I) Method of Production : 
 

The weavers weave three types of Durrie in Agra district, these are  
1. Chindi Durrie 
2. Durrie of Cotton/Jute/Hemp  
3. Woollens Durrie 
 
 Chindi Durrie 

Raw Material:  
Warp- cotton 10S 6 - ply yarn ;  
Weft - Chindi, scrap/leather/any fabric/ viscose hosiery/jute/ hemp  
 
Design:  
Over past few decades the chindi durries have been impressively influenced by the 
designers’ intervention and a new range of concept in terms of sizes, colours, designs 
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and forms opened the new vistas in the export market for the chindi durries. The 
designs may be unicolour, multi-colour in cut shuttle technique.  
 
Weaving Technique: 
The scrap cotton woven fabrics are picked up from Delhi and Agra markets, scarp 
cotton knitted fabrics are brought from Tripur, Kolkata and Kanpur markets and 
leather scarp are from Agra, Kanpur and other places in bulk, then are shredded into 
small strips of the size 9” and above on the hasia generally by women. These strips 
act as the wefts during weaving. The horizontal ground loom, consisting of two 
wooden beams, to which the warp threads are attached, is used for making chindi 
durries. The designs are followed on the loom as per the graph. Dyeing may 
sometimes be carried out of the cotton weft chindis. Chindis dyed in different colours 
are kept in different piles. Since the chindis have a restricted length, each chindi is 
picked and inserted in the warp with fingers. If the same colour is repeated, another 
chindi is inserted. At least two/three warps have double chindi to avoid any holes in 
weaving. Panja (a woollen comb with metal tines) is used repeatedly to set the 
chindis. Chindis are rotated round the warp bundle of three/four warps on the two 
corners at the beginning and at the end of each row. A little trimming is done. 

 
 Durrie of Cotton/Jute/Hemp  

Raw Material: 
Base material: Cotton- 30S/60S 5 - ply cotton yarn;  
Warp: 10S 6 - ply cotton yarn. Jute yarn/hemp; 
Weft: unspun cotton/jute yarn.  
Design:  
The kinds of patterns created in durries were and continue to be varied. The striped 
durrie is the quintessential Indian feature over rug. Blue and white striped durries 
were known by their literal translation such as nili chithi meaning blue spot and nili 
pattidar meaning the simple blue stripped durrie. Uniformly repeated geometric 
motifs framed by simple borders as well as pictorial designs, with a woven narrative 
including images of flowers, birds, reptiles and people were woven in Mugal 
karkhanas (work shops). Farshi or floor durries were large striped and geometric, 
used by ordinary towns people, affluent traders and merchants. Tent durries carpeted 
outdoor marriage pavilions and large ones were often laid on the floor beneath pile 
carpets spread in the darbar halls of Maharajas. The largest durries are still 
commissioned for palace decoration and may extend over eighty feet in length and 
twenty-five feet in width. The colours used in durries were very bright hues earlier, 
but have now changed to subtle colours due to market demand. India had the minimal 
concept of furniture. The floor furnishings were used for day to day activities in 
villages and towns of Uttar Pradesh. The weavers in Uttar Pradesh are now 
manufacturing rugs, which are tediously improvised on their actual processes of 
designing weaving, washing and finishing. Kanghi and Panja are the two devices used 
for setting the weft in seats in the warp while weaving.  
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Weaving Technique: 
The cotton is first sorted to remove waste and carded to align the fibres. Winding/ 
spinning is done on a charkha or traditional spinning wheel. Then it is plied by 
twisting two or more strands of yarn to create a thicker cord. The twist, usually in a 
direction opposite to that of each component yarn is a balancing act. The weft often 
uses thick unspun yarn called sut. Cotton yarn is dyed in copper pots heated over a 
wood fire. The yarn is soaked in a solution of castor oil and sodium hydrosulphide to 
wet it thoroughly. The dye bath is brought to a slow boil and the dye, caustic soda & 
more sodium hydrosulphide are added. Hanks of yarn hung on metal rods are dipped 
into the solution and rotated to ensure even dye penetration. The hanks are removed 
and the process repeated three more times, the colour darkening with each immersion, 
then the yarn is cooled and rinsed. All durries are woven in weft faced plain weave. 
The weaver lays the warp, which must be tied with even tension throughout. The 
wefts are wound into little rectangular bundles. The graphic replica of the design 
where one square represents one knot or a colour-coded design sketch on graph paper 
may be used as an aid during weaving. After the creation of the shed, the weaver 
inserts a single weft bundle as per requirement of design. The weaver moves from 
side to side, weaving colour by colour. A weft-placed plain with dovetailed joins is 
used, for locking the two colours together in same row. On completing one line of 
weft, it is tightened by beating it down with the panja, to create a rug, which is crisp 
in design and texture. Finer durries with the warps set closer use more delicate seven-
tined rather than the usual five-tined panja (a woollen comb with metal tines). 
Turning the weft threads around the last few warps of each horizontal row reinforces 
the two vertical edges. A blade, scissors and crescent-shaped knife are all used to trim 
excess weft threads, which may protrude from the rugs surface. The needle and awl 
are used to pry loose unwanted material (such as hair, straw or fluff) trapped between 
the wefts during weaving. Washing and finishing follow this. 

 
 Woollen Durrie: 

Raw Material  
Warp: 10S- 6 ply cotton yarn;  
Weft : 60S- 2 ply dyed woollen yarn/100S count worsted undyed woollen yarn (for 
complex curvilinear designs) 
 
Weaving Technique 
Wool fleece is hand-sorted and separated according to colour and quality. Combing is 
then carried out by repeatedly drawing across rows of small teeth, disentangling the 
fibres and making them more or less parallel. After this the yarn is twisted or spun to 
create the desired count. Now days, these processes are largely mechanised. Several 
grades of wool are blended, carded, spun on a rotating machine, wound onto bobbins 
and converted into long hanks. All durries are woven in weft faced plain weave. The 
weaver lays the warp, which must be tied with even tension throughout. The wefts are 
wound into neat little rectangular bundles. The graphic replica of the design where 
one square represents one knot or a colour-coded design sketch on graph paper may 
be used as an aid during weaving. After the creation of the colour shade, the weaver 
inserts a single weft bundle as per requirement of the design. The weaver moves from 
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side to side, weaving colour by colour. A weft-placed plain with dovetailed joins is 
used for locking the two colours together in same row. On completing one line of 
weft, it is tightened by beating it down with the panja to create a rug, which is crisp in 
design and texture. Finer durries with the warps set closer together use more delicate 
seven-tined rather than the usual five-tined panja. Turning the weft threads around the 
last few warps of each horizontal row reinforces the two vertical edges. Blades, 
scissors and crescent-shaped knives are all used to trim excess weft threads, which 
may protrude from the rugs surface. The needle and awl are used to pry loose 
unwanted material (such as hair, straw or fluff) trapped between the wefts during 
weaving. Washing and finishing follow this. 

 
J) Uniqueness: 
 

i) Agra Durrie is a traditional hand woven textile product. 
ii) The textiles sector derives its strength in large production base of basic raw 

materials, presence across the entire value chain, availability of relatively 
inexpensive and skilled workforce and design expertise. For the realization of 
vision the craftsman, perhaps more than anybody else, needs peaceful conditions, 
easy availability of the materials and active encouragement and appreciation. 
Since Agra is a city on the banks of the Yamuna River in the northern state of 
Uttar Pradesh. It also finds mention in the epic Mahabharata where it was called 
Agrevana or 'the border of the forest'. Weaving community faced no problem to 
get natural dyes which grow almost everywhere in the forest. Agra is known for 
natural vegetable dyes. In the past, many colours were used in a durrie which 
were produced with natural dyes. Madder, which grows almost everywhere, was 
the most important colourant of vegetable origin. Its root provided the whole 
range of pinks and reds. Apart from Madder other wild vegetables, was the most 
important element of dying process. Other natural elements used to make dyes are 
turmeric root (light yellow), pomegranate skins (darker yellow), rhubarb (dark red 
and copper red), grass or "kusa (green), and kikar tree leaves (brown). These 
natural dyes were usually prepared in the weavers' own home. However presently 
most of the weavers prefer to use mainly two or three colours and the dyes used 
are synthetic direct dyes. 

iii) Human Skill: 
The producers of this textiles use to provide the artistic work to the products by 
using very few manufacturing instruments but with the artistic mind and 
intellectuality received from their forefathers. Agra Durrie making is a hereditary 
occupation and passed on generation to generation. When the generational legacy 
interacted with the innovativeness of each and every generation associated with 
the product, it gives rise to the development of new designs and attractive 
products. Selection and acquisition of the selected raw materials and to make it fit 
for use are the most important first step.  
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K) Inspection Body: 
 

The inspection body consisting of the following has been constituted. The members are :   
1. Director, Department of Handlooms & Textiles, Government of Uttar Pradesh. 
2. Joint export Commissioner, Export Promotion Bureau Govt. of U.P.  
3. Director (Market Research), Textiles Committee Govt. of India.  
4. Two Master Artisan 
5. O/o Development Commissioner of Handicraft, Govt. of India, New Delhi. 
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Advertised under Rule 41(1) of Geographical Indications of Goods (Registration & Protection) 
Rules, 2002 in the Geographical Indications Journal 48 dated 29th November 2012 

 
G.I. APPLICATION NUMBER – 234 

Application Date: 01-04-2011 
 
Application is made by Vastra Chapai Udyog Samiti, 4/15 Chowk, Railway Road, 
Farrukhabad- 209625, Uttar Pradesh, India for Registration in Part-A of the Register of 
FARRUKHABAD PRINTS under Application No: 234 in respect of Textile and Textile goods 
not included in other classes; falling in Class – 24 and Clothing falling in Class – 25 is hereby 
advertised as accepted under Sub-section (1) of Section 13 of Geographical Indications of Goods 
(Registration and Protection) Act, 1999. 
 
A) Name of the Applicant : Vastra Chapai Udyog Samiti 
 
B) Address   : Vastra Chapai Udyog Samiti,  

4/15 Chowk, Railway Road, Farrukhabad- 209625, 
Uttar Pradesh, India. 

 
C) Type of Goods  : Class – 24 – Textile goods not included in other  
      classes  

 
Class-25 - Clothing  

 
 
D) Specification   : 
 

 Farrukhabad in Uttar Pradesh is famous for the artistic and intricate Hand block printing. 
 Farrukhabad, often regarded a synonym to hand printing, serves as an authentic 

showroom for the traditional patterns. An extravagant array of designs and patterns of 
these hand printing forms,the “Polka Dots” (Butis) to the “Tree of Life”, is what Uttar 
Pradesh has in its lap all intact in their harmony and distinctive influence. The dim 
backgrounds on which the Butis, smeared in solid colours, are worked make them all the 
more enticing. Mango, widely known as the ‘Paisley’ in the West, is made in variety of 
forms and shapes and is used in medium-bold and even designs. 

 Farrukhabad is a veritable treasure house of traditional designs ranging from the classical 
butis (dots) to the famous 'Tree of Life'; to modern print. The tree-of-life design has been 
the most popular. Nearly 15 different tree-of-life patterns have been evolved here and 
even today large wooden blocks for printing a five-foot long tree-of-life with foliage, 
flowers, birds and animals are available with the printer. The butis are restful even though 
sparkling when tinted in solid colours. Mango, ‘paisley’ as it is known in the West, is 
made in a vast variety of shapes, and used in bold, medium and even fine designs. The 
composition is first printed in harmonizing colours and later elaborated with delicate 
details painted in with a brush. A variety of blossoms merge in this luxuriant tree. It is 
primarily a decorative piece unrelated to any symbol but has a flavour of growth, 
prosperity and immorality. 
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Farrukhabad, in Uttar Pradesh is an important printing centre, which continues to 
produce bed-covers, curtain and wall hangings, besides these, quite covers and 
yardage material fare also produced. Today cotton and silk printing is being carried 
out here on a large scale largely for export purposes. 

 
 

E) Name of the Geographical Indication : 
 

FARRUKHABAD PRINTS 
 

 
 
 

 
 
 
 
 

F) Description of Goods : 
 

The products of Farrukhabad print are Bed Cover, Scarf, Stole, Cotton fabric, Saree, 
Gents Muffler, Shawl Bed Spread, Cotton Cushion Cover, Bread Basket, Curtain, 
Cushion with long strip, etc. Exclusive designs in hand block printing are used in the 
process of production. 
 
Farrukhabad is a veritable treasure house of traditional designs ranging from the classical 
butis (dots) to the famous 'Tree of Life'; to modern print. The tree-of-life design has been 
the most popular. Nearly 15 different tree-of-life patterns have been evolved here and 
even today large wooden blocks for printing a five-foot long tree-of-life with foliage, 
flowers, birds and animals are available with the printer. The butis are restful even though 
sparkling when tinted in solid colours. Mango, ‘paisley’ as it is known in the West, is 
made in a vast variety of shapes, and used in bold, medium and even fine designs. The 
composition is first printed in harmonizing colours and later elaborated with delicate 
details painted in with a brush. A variety of blossoms merge in this luxuriant tree. It is 
primarily a decorative piece unrelated to any symbol but has a flavour of growth, 
prosperity and immorality. 
 

G) Geographical Area of Production and Map as shown in page no.      : 
 

The product is produced in the Farrukhabad district of Uttar Pradesh. The geographical 
area of production lies between. 26° 46'  N  &   27° 43' North latitude and. 79° 7’ E & 
80° 2' East Longitude. It is bounded by Badaun & Shahjahanpur district in the north, 
Hardoi district on the east, Kannauj districti in the south and Etah & Mainpuri district in 
the west. 
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H) Proof of Origin ( Historical records ) : 
 

It is believed that the artistic work of cotton printing originated in Farrukhabad before 
1000 years. However , the historical proofs are not available from such a long time .The 
Gazetteer of India, Uttar Pradesh of district Farrukhabad (1988) published by 
Government of Uttar Pradesh has described  the cotton printing as  the most flourishing 
Industries of Farrukhabad, which is an old and famous industry of the district. The 
printing on cotton and silk is done by hand, the pattern first being carved on blocks of 
wood and then stamped on the cloth. One particular pattern, the tree of life design, is the 
main characteristic of the artistic work. It is also one of the important foreign exchange 
earners and the district occupies a notable place in the export map of the world for its silk 
and cotton prints. In 1976, there were 240 textile printing units in the district which had a 
total investment of Rs. 2.40 crores. A sum of Rs. 3.50 crore was invested by way of 
purchasing raw materials and sariees, quilt covers, curtains etc. About Rs. 55 crores of 
products were produced by these units in 1975-76 and nearly 3000 persons were 
employed in this trade during that year.  

 
Shri I. N. Verma in his article Calico printing In India published in the Indian Journal of 
History of Science (published in 1980) has described about the Farrukhabad Print at 
length. He has described that “India has for long been famous for its art of calico printing 
and there were a number of centres in the east and west, south and north, where the 
craftsmen practiced this art and carried on their business on traditional pattern. The north 
Farrukhabad and its contiguous area has for a long time been an important and 
flourishing Centre of Calico- printing and the following pages are devoted to the 
discussion relating to the development of the art and style of calico printing with 
particular reference to that of Farrukhabad”.  

 
All India hand printing & Design competition for proficiency in Stall decoration has 
awarded Gold Medal (1964-65) to M/s Fair Ways Sadhwara, Farrukhabad for stall 
decoration. The award of gold medal to an industry associated with the textiles printing 
of Farrukhabad is a clear recognisation to this historical craft of Uttar Pradesh. 
 

I) Method of Production : 
 

The artisans of Farrukhabad are practicing two types of printing i.e (1) Block printing and 
(2) Screen printing.  
Initially, the artisans used natural dyes for printing but at present they are using both 
vegetable and synthetic dyes for the purpose. 
 
Raw Material used: Initially the artisans used potato for printing by using vegetable & 
natural dyes. In the process the designs were engraved on potatoes and then printed on 
cloths by using vegetable and natural dyes. Later on the artisans started using wood for 
making blocks for the sake of convenience, which has longer durability more users 
friendly. The wooden blocks are also suitable for intricate designs and to make the cloth 
more decorative. The raw materials used in the process of production are cotton and silk 
fabrics with different specifications and the natural & synthetic dyes.  

36



 
Types of Fabric: The production process starts with the procurement of raw material. 
Fabrics are most   important raw materials of the textile printing. The traditional fabrics 
used for printing were fine cotton and silk. The fabric used for printing is collected from 
many places throughout the country. The artisans are using cotton and silk fabrics of 
different qualities, viscose and different dyes for undertaking their artistic work. 
 
Natural Dyes for Traditional Printing: In the old age the artisans used natural dyes 
derived from plants, animals and minerals. At present synthetic dyes are popularly used 
for the purpose of dyeing. Normally, all the artisans use primary colours like yellow, blue 
and red and the combination colours of those like brown, green and orange.     
 
The common sources of some colours and the parts from which they are obtained are as 
follows: 

 
• Yellow colour obtained from Turmeric and Tesu flower.  
• Black colour Known as "kasam" is prepared by taking about 5 kg. of iron filling, 

burning them on fire and after cleaning, they are mixed with 2 1/2 kg of jaggery with 
water in an earthen pot. The mixture is made up to 25 litres with water and the mouth 
of the pot is covered by tying a fine muslin cloth; the mixture is allowed to ferment 
for about 3 weeks. The liquor thus obtained is used directly as a black ink for 
printing. If it spreads on the cloth, a little gum Arabic paste is added to it. 

• Blue colour is obtained from Indigo, Lime water and annato seeds are used for 
reduction of the dye. 

• Red colour is obtained from Manjistha (Rubia cordifolia) from its bark. 
• Brown is obtained from Kachha katha (Acacia catechu) from its extract, from Acroth 

(juglansregia) from its bark, from Babul (Acacia arabica) from its seed. 
• Yellow, orange from Lal Chandan (Adenanthera pavonina) from its bark. 
• Beige from Fuel wood (Dipterocarpus turbinatus) from its saw dust. 
• Mustard form Marigold (Tagels erecta) from its petals. 
• Golden from Henna (Lawsonia inermis) from its leaves. 
• Green colour is obtained by mixing bark of pomegranate tree and curd. 
 
Chemical Dyes: At present the artisans are using  chemical dyes  most prominently for 
printing the fabrics because of its easy availability. They used acid dyes, direct dyes, 
reactive dyes, pigment dyes, rapid fast dyes, indigo sols, discharge colours, basic dyes, 
metal complex dye, sulpher dyes, metal powders, vat dyes, disperse dyes, solvent dyes 
and mordant dyes, etc for printing fabrics.    
 
Preparation of Colours for Printing: For purpose of printing, the colour solution is 
thickened with gum Arabic paste (1:1). This paste is poured in a shallow wooden trough 
in which a bamboo grating floats, on this grating a resilient pad such as felt cloth soaked 
with the paste is kept. The printing operation is carried out by means of wooden blocks in 
the usual way.  
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Woodblock carving: The designs are transferred to the fabric by means of carved 
woodblocks. These designs belong to the tradition of decorative arts ranging from the 
classical butis (dots) to the famous ' Tree of Life '; the butis are restful even though 
sparkling when tinted in solid colours. Mango, ‘paisley’ as it is known in the West is 
made in a vast variety of shapes, and used in bold, medium and even fine designs. The 
choice of each particular design rests with the woodblock manufacturers. His skill and 
that of the printing traders are independent. Block printing has become popular because a 
rather simple process can create such sensational prints in many and varied rich vibrant 
colours. 
 
The woodblocks are made from sal wood (sheesham: Delbergia sisso). It is  a very hard 
wood found from the  forests across the country. Though difficult to carve, it is chosen 
for its durability. Sal forests predominate in the northern parts of the province of Uttar 
Pradesh. The manufacturers of wooden block buys scrap pieces and carver starts by 
cutting out the rough shape of the block, which he then paints with thin white emulsion. 
On this he draws the design freehand with a pencil. He then cuts out the areas between 
the patterns, using small iron bars flattened at the end like a screwdriver blade, which he 
hammers with a heavy bar of wood. The bars, known as iron pencils (kalam) vary in size. 
Each block has a wooden handle and two to three cylindrical holes drilled into the block 
for free air passage and also to allow release of excess printing paste/dye. When he has 
finished, the pattern edges are left raised and, to prevent them eroding, the whole block is 
dipped in oil. The block manufacturer sells the block to the printers and is independent of 
the production chain of the textile printing. 
 
Originally natural dyes were used but today they have been replaced by chemical and 
artificial colours. The main colours used are red, the colour of love, yellow the colour of 
spring, blue as in Krishna, and saffron of the yogi. The main tools of the printer are 
wooden blocks in different shapes and sizes called bunta. 
 
Preparation of Cloth for Printing: Grey cloth as  it comes from the loom is unattractive 
and contains natural and added impurities which hinder the successful operations of 
bleaching, dyeing printing and finishing processes. Natural impurities like fats and waxes 
present in cotton make the fabric more or less water-repellent, prevent it from wetting out 
easily in water and hinder the penetration of processing liquors into the fabric.  The fabric 
also contains size comprising starch and other substances applied to warp yarn before 
weaving to strengthen it, which make the fabric unsuitable for dyeing, printing or 
finishing. Tiny fibre ends which protrude from the surface of the cloth give it a fuzzy 
appearance. Further, the fabric contains a small amount of natural colouring matter of a 
yellowish brown colour. In order to prepare the grey fabric for printing, the protruding 
fibres have to be removed by singeing, the size has to be removed by desizing and the 
fabric has to be made absorbent by boiling out or scouring and the colouring matter 
destroyed by bleaching. The fabric is also usually mercerised so that it gives bright and 
lustrous prints. The various preparatory processes, therefore, include desizing, scouring.  
Desizing:  In this process, the starch used in sizing is removed. Starch is converted into 
water-soluble degradation products such as dextrin either by hydrolysis or by oxidation. 
Hydrolysis is generally brought about by treatment with dilute hydrochloric acid or dilute 
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sulphuric acid or enzyme. In acid desizing, the cloth is treated with 0.25% mineral acid at 
room temperature for about 6 hours during which the starch is hydrolysed. Care is taken 
to avoid tendering of the cloth by acid. After desizing, the cloth is washed to remove the 
soluble starch as well as the enzyme.  
Scouring or Boiling:  After desizing, the cloth is scoured or boiled to remove fats, waxes 
and added impurities of hydrophobic nature as completely as possible and leave the 
fabric in a highly absorptive condition without damage. In kier-boiling, hot alkaline 
liquor is circulated through the cloth packed in the kier for a period of 8 to 16 hours under 
pressure.  
 
The treatment required to prepare the fabrics for printing:  
 
Viscose Rayon: Viscose rayon fabric does not require any elaborate treatment before 
printing. If oil and grease stains are present, they are removed by treatment with 
trichloroethylene. Rust stains if present are removed by treatment with ammonium 
oxalate (6 g/l) at 50°C for 25 minutes. If the fabric requires bleaching, it is worked in 2 
volume peroxide solution for 1 hour at 60°C at pH 9 with the addition of 2 g/l sodium 
silicate, then washed and dried. 
 
Silk: Silk fabric is first degummed with 25 to 30 percent neutral soap solution at 95°C for 
1 to 2 hours. After degumming, it is washed well/and then bleached with hydrogen 
peroxide. The fabric is entered at 40°C in a bath containing 2 volume hydrogen peroxide 
solution and 2g/l sodium silicate made alkaline with ammonia and worked in the bath for 
1 to 2 hrs at 85o C. It is then washed and dried. 
 
Acetate Rayon: Stains, if present in the fabric, are removed by treatment with 
trichloroethylene. Gelatin present in warp is removed by desizing with 2 g/l suitable 
enzyme, at pH 6.5 at 50°C for 2 hours, washed and then worked in a liquor containing 10 
g/l soda and 12 ml/I cyclohexanol-solvent naphtha emulsion for 2 hours at 60°C followed 
by washing and drying. 
 
Wool: Woollen fabric are scoured, bleached and chlorinated before printing. The fabric is 
first washed in rope form in hot water for 30 minutes, soaped with 15 % neutral soap at 
60°C for 30 minutes, washed and hydro-extracted. It is then passed in open width though 
a solution containing 3 volume hydrogen peroxide made alkaline with ammonia batched 
up and allowed to lie for 24 hours. It is then washed and passed through a solution of 
sodium bisulphite, batched up and left for a few hours. It is then treated with dilute 
sulphuric acid (2°Tw) and washed thoroughly. The fabric is then chlorinated with 10oTw 
bleaching powder solution using 100 ml/l solution and 250 ml/I hydrochloric acid (32°w) 
at room temperature- fox. about 1 hour, followed by washing. It is then passed through a 
dilute solution of glycerine and dried. 
 
The main purpose of after-treatment of printed goods is to effect fixation of colour on the 
material; apart from this, the treatment aims at removal of thickening agents, various 
chemicals and their by-products, dye stains and other undesirable substances as for 
instance, wax from Batik printed goods. 
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Ageing as well as Steaming, Curing, Thermo-fixing and treatment with chemicals are 
processes which are mainly used fixation of colour. Cotton goods printed with direct 
dyes, reactive dyes, Rapidogen colours, vat dyes, solubilised vat dyes, sulphur dyes etc. 
are steamed for fixing the colour; silk goods Printed with acid dyes, metal-complex dyes; 
Goods printed with discharging agents are also subjected to steaming. Steaming is 
therefore, an important after-treatment. 
 
The artisans of Farrukhabad use two different procedure for printing the fabrics: 
i) Printing through Block  
ii) Printing through Screen  
 
Block Printing: Block printing is the oldest and the simplest method of printing. Because 
of its artistic and decorative value and the purity and richness of colour produced by it, 
the method is widely used by the artisans of Farrukhabad. 
 
The blocks used in this method are made of several layers of common timber which are 
cemented together and the portions to be printed are carved or raised in relief on a thick 
block of wood. Metallic blocks such as ‘T’ japs are used for a special work in a Batik 
printing. Designs with fine lines which are too fine to be cut on a wooden block, are 
made by inserting short pieces of copper strips and pins. For obtaining overall design of 
coloured dots, a block like instrument containing 10 to 40 needles is used. The fabric is 
stretched over the printing table and fastened with small pins (in the case of sarees the 
pallu is printed first then the border).  
 
The printing starts form left to right. The colour is evened out in the tray with a wedge of 
wood and the block dipped into the outline colour (usually black or a dark colour). 
Colour in the form of a thickened paste is applied to the raised parts of the block and the 
impression of the design is obtained by stamping the block by hand with a wooden mallet 
(or hammer) on the cloth to be printed. Since the block has to be lifted and stamped on to 
the cloth repeatedly, its size as well as weight should not be unduly excessive so that it 
can be manipulated easily. Each fresh portion of the cloth has to be printed by a separate 
application of the block and the successive impressions have to be adjusted accurately to 
the block and in very large patterns, each individual colour may require more than one 
block. Thus in a design called ‘Dutch Bouquet’ which has 23 colours in it, 126 blocks are 
used for printing the design. 
 
To enable the printer to make correct registration of the block on the cloth, “pitch pins” 
are often fixed round the sides of the block which print tiny dots on the cloth; these pins 
are so arranged as to coincide with certain well defined points in the pattern so that each 
impression or repeat joins on every side with the other impressions by which it is 
surrounded. 
 
Equipment required: Besides blocks, long tables and a number of sieves along with a 
trolley are required to carry out printing. The table is generally made of wood and is 
covered with a resilient pad of a woolen felt cloth of several layers of gunny cloth on 
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which a back grey is fixed. The cloth to be printed is then gummed or pinned on this, it is 
sometimes stiffened a little to prevent it from wrinkling. The table is usually 75 to 90cm 
in height and 150 cm in width. If the printer wants to sit cross-legged on the floor and 
work, then a table is used. 
 
The sieve for supplying colour to the block consists of three parts (i) the sieve proper 
made of a rectangular wooden trough with the bottom covered with fine woollen cloth 
stretched over it tightly and secured by nails (ii) a similar but larger trough covered with 
rexine cloth or rubber sheet and (iii) a tub called the ‘swimming tub’ almost filled with 
gum paste on the surface of which floats the second trough containing the first trough. 
The whole assembly is mounted on a trolley which can be wheeled up and down 
alongside the printing table. 
 
Procedure: The colour paste is spread on the n cloth of the sieve ‘a’. The block is 
carefully placed on this sieve and pressed twice (or more) so that it picks up a uniform 
layer of paste. It is then stamped on to the cloth on the table by giving blows or striking it 
with a small but heavy mallet (or hammer) to ensure a clear impression. A separate sieve 
‘a’ is required for each colour but the same swimming tub can be used over and over 
again. By repeated stamping of the colour paste, the pattern is built up and the process is 
repeated until all the colours are separately applied and the whole piece of cloth is 
printed. It is the removed, dried and given appropriate after-treatment. 
 
If it is a multiple colour design the second printer dips his block in colour again using the 
point or guide for a perfect registration to fill in the colour. The third colour if existent 
follows likewise. Skill is necessary for good printing since the colours need to dovetail 
into the design to make it a composite whole. A single colour design can be executed 
faster, a double colour takes more time and multiple colour design would mean additional 
labor and more colour consumption. From single to over a dozen colours can be used, 
often with one piece of fabric having dozens of different print Blocks needed. 
  
Second Method: Screen printing: The second method used by the artisans is screen 
printing. Now days the artisans are using this methodology for producing optimally as the 
method is more mechanised. 
 
Equipment required: The main items of equipment are screens, squeegees, and wooden or 
concrete table. The tables are similar to those uses to block printing. They are usually 
75cm high, 120 to 160cm wide and 30 to 60m long, the top being in an inclined position 
with a gradient of 2.5cm in 25cm. The table is coated with 1mm wax, the cloth to be 
printed is to be fixed and spread over the table with the help of wooden piece and sticked 
on the wax surface table. A guide rail is fitted along the side of the table to ensure correct 
registration of the design. Adjustable metal stops or pegs are attached to the rail and fixed 
in place to fit the width of each repeat. The bottom of the table often has an arrangement 
for electrical heating to dry the cloth, but if the table is made of concrete the cloth is dried 
by electrical ceiling fan. 
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The screens resemble shallow trays and consist of bolting cloth stretched tightly over and 
fixed to strong wooden or metallic frames which are usually 15 to 20cm wider than the 
cloth to be printed and also 15 to 20cm longer than the vertical repeat of multi colour 
pattern. Usually the size of the frame is 165cm or 138cm (outer) and 157.5 and 130cm 
(inner). The side pieces of the frame are bevelled at a slight angle so that when the screen 
is laid flat on the table, only the minimum area touches the table and prevent marking off 
on the following repeat. A bolting cloth is tightly stretched over the frame by hand or by 
machine and fixed. Silk bolting cloth is commonly used because of its strength, elasticity 
and regular mesh. Now a day’s nylon or polyester fabric is used as bolting cloth. 
Phosphor-bronze is used where extremely accurate fitting is required though it is 
expensive. A fine mesh fabric or linen fabrics, a coarser mesh are used as it gives a good 
coverage of the colour paste. 
 
Squeegees are required for applying the colour paste to the cloth. Some of them are made 
entirely of wood but usually they have wooden handles with rubber plates having a 
wedge shaped section tapering at the bottom, the edges being level and smooth. Two 
workers are required to operate the squeegee, one on each side of the table (except in the 
Trollex system where only one worker is required to operate the squeegee). 
 
Method employed for preparing Screen:  
 
The photographic method: This method requires considerable experience and skill and is 
very widely used. In this method the silk bolting cloth stretched on the screen frame is 
coated with sensitizing solution. Of gelatine-dichromate or polyvinyl alchol-dichromate 
and is dried in the dark. A portion of the design depicting one colour is drawn separately 
on a tracing paper, with dense opaque black ink. This tracing paper, called the positive is 
then placed in contact with the sensitized screen is first washed with warm water to 
harden the insolubilized gelatine and then with warm water to remove the soluble 
gelatine. The screen is then dried in a warm place and the layer of gelatine is reinforced 
by applying lacquer which is resistant to acids, alkalies and organic solvents. When the 
design has more than one colour i.e. when it is multicoloured, the process is repeated 
using a separate tracing paper and a separate screen for each colour of the design, thus 
there will be as many screens as the number of colours in the design. 
 
As mentioned earlier, the screen is first sensitized or made photosensitive by applying to 
it either i) gelatine dichromate solution or ii) polyvinyl alcohol dichromate solution as 
indicated below. 
I) Gelatin dichromate solution is prepared by first dissolving 200 gm gelatin in 500 
ml boiling water and then dissolving 70 gm ammonium dichromate in 150ml boiling 
water and 80 ml liquor ammonia and mixing the two solutions in dark room. The mixture 
is then applied to the bolting cloth at 50c and allowed to dry in the dark room. A table 
with glass top fixed with tube lights inside is used for exposure of the screen. The 
positive is placed on the glass top of the table and the photosensitive screen prepared as 
above is placed on it and fixed by an adhesive tape. It is then exposed to light for about 
15 minutes. The operation is carried out in an orange safe light. 
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The screen is hardened by treating it with a cold solution containing 25gm ammonium 
dichromate, 50 gm chrome alum (crystal) and 50ml formaldehyde (40%) Per liter for 10 
minutes, washed in cold water and allowed to dry. It is further reinforced by applying a 
lacquer such as Bedafin 2001 or 2101 of I.C.I. 
 
II) Polyvinyl alcohol (PVA) dichromate solution is prepared by mixing together 
600gm PVA (15%) solution, 120ml ammonium dichromate solution 33% and 240ml 
water and making up to 1 litre. It is strained and applied to the screen at 400C by a 
scraper in daylight (but no in direct sunlight) and allowed to dry. It is exposed to light in 
the same manner as (i) above and then hardened by treating it for 1 hour in a solution 
containing 50ml acetaldehyde, 50ml isobutyraldehyde and 20 ml sulphric acid per litre at 
150C to 200C then rinsed and dried. No further reinforcement is required. 
 
Procedure: The colour paste is first poured at the bottom end of the shallow trough of the 
screen and drawn over with two or three strokes of the squeegee with uniform pressure 
whereby the colour is transferred to the cloth underneath. The screen is then lifted from 
this position, repeating the operation and then to previous position and so on (missing one 
position each time) to avoid marking off of colour until the whole table length is covered. 
The cloth is then dried by heating the tables or by blowing hot air and printing is carried 
out in positions. Until the whole length is printed with the first colour. The same 
procedure is then repeated for the second and subsequent colours in the pattern. 
 
Each screen is washed with jet water immediately after use because if it is left to dry with 
the colour paste on it, it becomes difficult to clean it later and can even block the mesh of 
the screen rendering it useless. The printed cloth after drying is removed and given 
appropriate after- treatment. 
 
Different dyes are used for silk and cotton. Rapid fast dyes, indigo sol and pigment dyes 
are cotton dyes. Printing with rapid dyes is a little more complicated as the dyes once 
mixed for printing have to be used the same day. Standard colours are black, red, orange, 
brown and mustard. Colour variation is little difficult and while printing it is not possible 
to gauge the quality or depth of colour.  
 
It is only after the fabric is processed with an acid wash that the final colour is developed. 
Beautiful greens and pinks are possible with indigo sol colours but pigment colours are 
widely popular today because the process is simple, the mixed colours can be stored for a 
period of time, subtle nuances of colours are possible, and new shades evolve with the 
mixing of two or three colours. Also the colours are visible as one prints and do not 
change after processing. Colours can be tested before printing by merely applying it onto 
the fabric. The pigment colour is made up of tiny particles, which do not dissolve entirely 
but remaining in a colloidal form in the solution and hence are deposited on the cloth 
surface while rapid dyes and indigo sols penetrate the cloth.  Pigment colours are mixed 
with kerosene (kerosene is now substituted by synthetic thickener). The consistency 
should be just right, for if it is too thick it gives a raised effect on the material, which 
spoils the design. Small plastic buckets with lids are ideal for storing the mixed colours 
over a few days. 
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Drying, steaming and some chemical treatments of the printed material are the post 
printing operations for fixing the dyestuffs on the fabrics. Drying is usually carried out on 
air drying. Steaming is carried out on cottage steamer for required length of time for the 
particular dyestuff and fibre used.  
 
Steaming: They are rolled the fabrics in wads of baithan (a cloth of thick cotton fabric) to 
prevent the dye form adhering to other layers and steamed in boilers constructed for the 
purpose. Silks are also steamed this way after printing. After steaming, the material is 
washed thoroughly in large quantities of water applied in a bath containing softness / 
hardness/finishes and then dried in the sun. 
 
Calendaring: Before packing the fabric goes to calendering. This finish consists of above 
recipe and passed through the steam heated calendars at a slow speed after which the 
cloth pieces are folded properly and packed.  
 
Cutting: After calendaring the fabrics are cut as per the predetermined specifications and 
then go to interlocking through Pico machines. 
 
Kundi finish (Only silk materials): After treating the silk material in the above bath at 
room temperature it is dried, after which the silk is moistened by sprinkling and then 
quantity of cloth pieces about 10 numbers of sarees/scarf’s are folded in a packet form 
and wrapped in a thick cotton cloth. The bundle is then placed on a wooden block and 
vigorously beaten by two artisans from two sides with the help of hammer for about 15-
20 min. and it is followed by ironing. Later the silk material is folded and sent for 
packing. 
 
Finishing: Finally, it is finished by ironing out single layers, which fix the colour 
permanently followed by packing. 

 
J) Uniqueness: 
 

Traditional blocks:  
Farukhabad is famous for artistry and intricacy of the design in blocks. Carved wooden 
blocks are the foundation of hand block printing, and so great care is taken to produce 
quality wooden blocks by hand for use in our process. Starting with a slice of shesham 
wood about five to eight inches square (although some are as large as fourteen inches), a 
kharaudi or block carver will transfer a pattern from paper to the fibres of the wood using 
traditional hand tools such as chisels, rulers, a compass, wooden mallets, routers, and 
saws. 
 
Block and block Size :  
 
Traditional potato blocks are easy to carve, readily available and cheap and suitable for 
fairely simple, bold shapes such as flower and animal prints. For a more durable block, 
carve an eraser carefully with a sharp fine blade. Traditional lino cuts are another option, 

44



especially for large areas. The block used by the Farrukhabad printers were usually made 
of shisham, mango, and ebony and were often of delicate and skilful workmanship. The 
surfaces of blocks were first covered with chalk-powder upon which designs were made 
by marks made with an iron pen. The patterns were then chiselled into relief. The usual 
intricate pattern of a given space was not carved entirely on a single block, a separate 
block being used for the application of each colour. The designs reproduced were often of 
foreign inspiration, as would no doubt be indicated by the occurrence en certain classes 
of fabric of the Persian 'tree of life' pattern, of the English sprigged motives, and the 
French ribboned Swags. But the designs themselves and their general treatment never lost 
their unmistakable Indian flavour. 
 
The printers have lately taken to the use of brass dies and the technique has undergone a 
number of changes in recent time& consequent on the invasion of indigenous designs by 
European ones and by the growing popular demand for novelty. 
 
In Farrukhabad the artisans are used several types of blocks, traditional time they made 
big size of blocks like 18”X18”, 15”X15” , 13”X8” etc. now a days the blocks are used in 
small in size i.e. 8”X3”, 6”X6”, 6”X4” and depends upon requirement of design. 
 
In all, a hand block printed pattern can involve anywhere from three to 30 individual 
blocks depending on the number of colours and complexity of the pattern. Once the 
artists have completed the carving, the blocks are places in trays of mustard oil for 
several days to prevent warping caused by absorption of moisture from the dyes that will 
be applied later. Just before printing, tiny holes will be drilled into the blocks and cotton 
will be stuffed into the holes to ensure even saturation of dyes for the printing pattern. 
 
Printing Table:  
 
A light convex bamboo frame work called thatia or tatti was placed in a round earthen 
vessel called gaddi which contained the dye. A piece of coarse flannel was placed over 
the thatia and another piece of markin or blanket over the flannel, the thatia being 
sufficiently flexible to bend easily when pressed with the die and to allow the cloth to 
sink to the surface of the liquid below. The cloth was stretched for printing on a bench 
(tipai) covered with about one dozen layers of some kind of coarse cloth to serve as a 
pad. The printer sat on the ground and held the die in his right hand. Black patterns were 
usually printed first. Of these the borders (hashia) was first taken in hand. The table size 
are 60”X27” with the height of 11”. The black dye was prepared from ferrous sulphate 2 
lbs., water 3 gallons, flowers of Griselea tomentosa 1 oz., gum of Anogeissus latifolia 
(Dhaumar) 6 lbs., ghee 2 oz. and wheat flour 1 oz. A small portion of the dye was poured 
into the printing pot. The printing block was then pressed on the cloth overlying the 
frame-work which took up the dye, it was then placed firmly on the cloth to be printed 
and given 3 taps from above with the closed fist of the right hand. The pattern was thus 
printed all round in short pieces in order to make the border. Any block patterns which 
were to be printed in the field were printed next. 
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Each design - including the outline (rekh), background (gad) and filler (datta)- is 
carefully carved out of the wood. The outline block requires the most skill as the rest of 
the pattern will be built inside this frame. Following the outline block, additional blocks 
for background and filler will be made, one for each colour. 
 
The gad is carved in intaglio and is engaged to print large background figures, while rekh 
and datta are carved in complete relief. Rekh blocks also mark the outlines of the motifs 
and are often used in conjunction with gad blocks, the rekh then forming the fine 
elaborate lines within the impression made by the gad block. Datta is carved in bold relief 
and complements the designs of both the gad and rekh blocks. Each of these blocks is 
used separately or together to produce endless design variations.  
 
Colour preparation:  

 
Traditional: Black patterns were usually printed first. Of these the borders (hashia) was 
first taken in hand. The black dye was prepared from ferrous sulphate 2 lbs., water 3 
gallons, flowers of Griselea tomentosa 1 oz., gum of Anogeissus latifolia (Dhaumar) 6 
lbs., ghee 2 oz. and wheat flour 1 oz. A small portion of the dye was poured into the 
printing pot. 
 
The last process was that of applying the ground colour (zamin-ki-rangai),which was 
done by rubbing the prepared dye liquid with a piece of flannel or by cloth over the 
printed fabric. The colour in the field was usually different from that on the borders. 
Sometimes the field was divided into four equal parts and each part was rubbed over with 
a different colour. The colours commonly applied were: 
(1) Basanti (sulphur yellow) prepared from Delphinium ajacis boiled in water, or   
turmeric boiled in water and then mixed with curdled milk. 
(2) Khaki prepared from the infusion of pounded babul pods put in water. 
(3) Pink or light pink prepared from infusion of madder of different strengths. 
(4) Sabz prepared from pounded turmeric mixed with pomegranate rind to which 
European grey and green aniline dyes are added. 
(5) Sky-blue prepared from the blue dye used in printing borders and patterns. 
(6) Dove-grey from European violet dye mixed with an infusion of madder. 
(7) Yellow green from a decoction of ground turmeric, pomegranate rind and European 
green aniline dye. 
 
The application of the ground colour being over, the cloths were sent to the tanner by 
whom they were washed in running water to take away the resist paste. The pieces were 
then folded and clubbed smooth by the Kundigars or clubmen. 
 
Printing of calico in the kattha style differed from the style described above in that the 
former completely dispensed with the bleaching process. The dye liquid in printing the 
black pattern in this case consisted of a preparation of acetate of iron. Curtain and table-
cloths were often printed in this process. 
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Another process of printing known as Zarde-ki-chhapai consisted in applying dye liquid 
to unwashed cloth. The fabrics printed were generally handkerchief, sari's, dhotis, and 
dupattas made of muslin, nainsukh, or long cloth. 
 
Printing Process: 
While there are several methods of hand block printing of fabric, including the lost wax 
process and direct printing, in India, the latter is primarily used. The main colours used 
are red, the colour of love, yellow the colour of spring, blue as in Krishna, and saffron of 
the yogi. The main tools of the printer are wooden blocks in different shapes and sizes 
called bunta. Blocks are made of sheesham wood by trained craftsmen. The underside of 
the block has the design etched on it. Each block has a wooden handle and two to three 
cylindrical holes drilled into the block for free air passage and also to allow release of 
excess printing paste. The new blocks are soaked in oil for 10-15 days to soften the grains 
in the timber. 

 
Wooden trolleys with racks have castor wheels fastened to their legs to facilitate free 
movement. The printer drags it along as he works. On the upper most shelf trays of dye 
are placed. On the lower shelves printing blocks are kept ready. 

 
In traditional period the washerman dipped the fabrics whole night  into the tub with lime 
(chuna) and steamed 3 to 4 hours and washed with water on the bank of river Ganga. The 
washing process were very traditional and fabric glow due to river Ganga. Now a days   
the fabric to be printed is washed free of starch and soft bleached if the natural grey of the 
fabric is not desired. If dyeing is required as in the case of saris, where borders, or the 
body is tied and dyed, it is done before printing. The fabric is stretched over the printing 
table and fastened with small pins (in the case of saris the pallu is printed first then the 
border). 
 
The printing starts form left to right. The colour is evened out in the tray with a wedge of 
wood and the block dipped into the outline colour (usually black or a dark colour). When 
the block is applied to the fabric, it is slammed hard with the fist on the back of the 
handle so that a good impression may register. A point on the block serves as a guide for 
the repeat impression, so that the whole effect is continuous and not disjoined. The 
outline printer is usually an expert because he is the one who leads the process. If it is a 
multiple colour design the second printer dips his block in colour again using the point or 
guide for a perfect registration to fill in the colour. The third colour if existent follows 
likewise. Skill is necessary for good printing since the colours need to dovetail into the 
design to make it a composite whole. A single colour design can be executed faster, a 
double colour takes more time and multiple colour design would mean additional labor 
and more colour consumption. 

 
Different dyes are used for silk and cotton. Rapid fast dyes, indigo sol and pigment dyes 
are cotton dyes. Printing with rapid dyes is a little more complicated as the dyes once 
mixed for printing have to be used the same day. Standard colours are black, red, orange, 
brown and mustard. Colour variation is a little difficult and while printing it is not 
possible to gauge the quality or depth of colour. 
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It is only after the fabric is processed with an acid wash that the final colour is 
established. Beautiful greens and pinks are possible with indigo sol colours but pigment 
colours are widely popular today because the process is simple, the mixed colours can be 
stored for a period of time, subtle nuances of colours are possible, and new shades evolve 
with the mixing of two or three colours. Also the colours are visible as one prints and do 
not change after processing. Colours can be tested before printing by merely applying it 
onto the fabric. The pigment colour is made up of tiny particles, which do not dissolve 
entirely and hence are deposited on the cloth surface while rapid dyes and indigo sols 
penetrate the cloth. 

 
Pigment colours are mixed with kerosene and a binder. The consistency should be just 
right, for if it is too thick it gives a raised effect on the material, which spoils the design. 
Small plastic buckets with lids are ideal for storing the mixed colours over a few days. 
Cotton saris after pigment printing are dried out in the sun. This is part of the fixing 
process. They are rolled in wads of newspapers to prevent the dye form adhering to other 
layers and steamed in boilers constructed for the purpose. Silks are also steamed this way 
after printing. After steaming, the material is washed thoroughly in large quantities of 
water and dried in the sun, after which it is finished by ironing out single layers, which 
fix the colour permanently. 
 
In the lost wax process of wood block printing, bees wax is heated and applied to the cap 
or stamp then stamped onto the fabric to create an area that will not be died (said to be 
dye resist) when placed in a dye bath. Once the process of dying is complete, the fabric is 
placed in several progressive vats of boiling water which removes the wax. This process 
may be repeated many times for complex fabrics. 

 
Method of Printing: 
This method, though labourious, is actually quite simple and merely calls for precision. 
The cloth is laid out flat on a table or bench and a freshly dipped block is hand pressed on 
to the fabric to form a continuous, interlocking pattern. The block carries dye if the 
original colour of the cloth has to be preserved. 
 
If the cloth has to be dyed, the block is used to apply an impermeable resist – a material 
such as clay, resin or wax – to demarcate the pattern that is not to be coloured. Later, 
when the cloth is dyed, the pattern emerges in reverse. Traditionally, block-printing relied 
on the use of natural dyes and pigments, but now synthetic dyes have gained currency as 
they are cheaper. 
 

K) Inspection Body: 
 

The inspection body consisting of the following has been constituted. The members are :   
1. Director, Department of Handlooms & Textiles, Government of Uttar Pradesh. 
2. Joint export Commissioner, Export Promotion Bureau Govt. of U.P.  
3. Director (Market Research), Textiles Committee Govt. of India.  
4. Two Master Artisan 
5. The Vastra Chapai Udyog Samiti Farurkhabad. 
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General Information 
 
What is a Geographical Indication? 

 It is an indication, 
 It is used to identify agricultural,natural,or manufactured goods originating in 

the said area, 
 It originates from a definite territory in India, 
 It should have a special quality or characteristics unique to the geographical 

indication. 
 
Examples of possible Geographical Indications in India: 
Some of the examples of Geographical Indications in India include Basmati Rice, 
Darjeeling Tea, Kancheepuram silk saree, Alphonso Mango, Nagpur Orange, 
Kolhapuri Chappal, Bikaneri Bhujia etc. 
 
What are the benefits of registration of Geographical Indications? 

 It confers legal protection to Geographical Indications in India, 
 It prevents unauthorized use of a registered Geographical Indication by 

others. 
 It boosts exports of Indian Geographical indications by providing legal 

Protection. 
 It promotes economic Prosperity of Producers. 
 It enables seeking legal protection in other WTO member countries. 

 
Who can apply for the registration of a Geographical Indication? 
Any association of persons, producers, organization or authority established by or 
under the law can apply. 
The applicant must represent the interest of the producers. 
The application should be in writing in the prescribed form. 
The application should be addressed to the Registrar of Geographical Indications 
along with prescribed fee. 
 
Who is the Registered Proprietor of a Geographical Indication? 
Any association of persons, producers, organisation or authority established by or 
under the law can be a registered proprietor. There name should be entered in the 
Register of Geographical Indications as registered proprietor for the Geographical 
Indication applied for. 
 
Who is an authorized user? 
A producer of goods can apply for registration as an authorized user, with respect to 
a registered Geographical Indication. He should apply in writing in the prescribed 
form alongwith prescribed fee. 
 
Who is a producer in relation to a Geographical Indication? 
A producer is a person dealing with three categories of goods 

 Agricultural Goods including the production, processing, trading or dealing. 
 Natural Goods including exploiting, trading or dealing. 
 Handicrafts or industrial goods including making, manufacturing, trading or 

dealing. 
 
Is registration of a Geographical Indication compulsory? 
While registration of Geographical indication is not compulsory, it offers better legal 
protection for action for infringement.  
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What are the advantages of registering? 
 Registration affords better legal protection to facilitate an action for 

infringement. 
 The registered proprietor and authorized users can initiate infringement 

actions. 
 The authorized users can exercise right to use the Geographical indication. 

 
Who can use the registered Geographical Indication? 
Only an authorized user has the exclusive rights to use the Geographical indication in 
relation to goods in respect of which it is registered.  
 
How long is the registration of Geographical Indication valid? Can it be 
renewed? 
The registration of a Geographical Indication is for a period of ten years. 
Yes, renewal is possible for further periods of 10 years each. 
If a registered Geographical Indications is not renewed, it is liable tobe removed 
from the register.  
 
When a Registered Geographical Indication is said tobe infringed? 

 When unauthorized use indicates or suggests that such goods originate in a 
geographical area other than the true place of origin of such goods in a 
manner which misleads the public as to their geographical origins. 

 When use of Geographical Indication results in unfair competition including 
passing off in respect of registered Geographical indication. 

 When the use of another Geographical Indication results in a false 
representation to the public that goods originate in a territory in respect of 
which a Geographical Indication relates. 

 
Who can initiate an infringement action? 
The registered proprietor or authorized users of a registered Geographical indication 
can initiate an infringement action. 
 
Can a registered Geographical Indication be assigned, transmitted etc? 
No, A Geographical Indication is a public property belonging to the producers of the 
concerned goods. It shall not be the subject matter of assignment, transmission, 
licensing, pledge, mortgage or such other agreement. However, when an authorized 
user dies, his right devolves on his successor in title. 
 
Can a registered Geographical Indication or authorized user be removed 
from the register? 
Yes, The Appellate Board or the Registrar of Geographical Indication has the power 
to remove the Geographical Indication or authorized user from the register. The 
aggrieved person can file an appeal within three months from the date of 
communication of the order. 
 
How a Geographical Indication differs from a trade mark? 
A trade mark is a sign which is used in the course of trade and it distinguishes good 
or services of one enterprise from those of other enterprises. Whereas a 
Geographical Indication is used to identify goods having special Characteristics 
originating from a definite geographical territory.  
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THE REGISTRATION PROCESS 
 

In December 1999, Parliament passed the Geographical Indications of Goods 
(Registration and Protection) Act 1999. This Act seeks to provide for the registration 
and protection of Geographical Indications relating to goods in India. This Act is 
administered by the Controller General of Patents, Designs and Trade Marks, who is 
the Registrar of Geographical Indications. The Geographical Indications Registry is 
located at Chennai. 
 
The Registrar of Geographical Indication is divided into two parts. Part ‘A’ consists of 
particulars relating to registered Geographical indications and Part ‘B’ consists of 
particulars of the registered authorized users. 
The registration process is similar to both for registration of geographical indication 
and an authorized user which is illustrated below: 
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