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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 55 of the
Geographical Indications Journal dated 29th November 2013 / Agrahayana 08th, Saka 1935 has
been made available to the public from 29th November 2013.

GI Journal No. 55

4

November 29, 2013

NEW G.I APPLICATION DETAILS
App.No.

Geographical Indications

Class

Goods

405

Makrana Marble

19

Natural Goods

406

Salem Mango

31

Horticulture

407

Hosur Rose

31

Agricultural

408

Payyanur Pavithra Mothiram

14

Handicraft

409

Kodali Karuppur Saree

24 & 25

Textile

410

Thammampatti Wood Carvings

20

Handicraft

411

Rajapalayam Lock

6

Manufactured

412

Chamba Painting

16

Handicraft

413

Kangra Paintings

16

Handicraft

414

Punjabi Jutti

25

Handicraft

415

Aipan

16

Handicraft

416

Lahaul & Spiti Wool Weaving

23

Handicraft

417

Lacquer Ware Furniture

20

Handicraft

418

Jhajjar Pottery

21

Handicraft

419

Tamta Copperware Craft

6

Handicraft

420

Rewari Jutti

25

Handicraft

421

Hoshiarpur Wood Inlay

20

Handicraft

422

Kandangi Sarees

24

Textile

423

Thanjavur Pith Works

20

Handicraft

424

Karupur Kalamkari Paintings

24

Handicraft

425

Thanjavur Cut Glass Work

20

Handicraft

426

Mahabalipuram Stone Sculpture

19

Handicraft

427

Nagercoil Temple Car

20

Handicraft

428

Kannyakumari Stone Carving

19

Handicraft

429

Arumbavur Wood Carving

20

Handicraft
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430

Namakkal Makkal Stone Works

21

Handicraft

431

Kallakurichi Wood Carving

20

Handicraft

432

Kinnauri Kala Zeera

31

Agriculture

433

Bandar (Machilipatanam) Laddu

30

Food Stuff

434

Ratlami Sev

30

Food Stuff

435

Assam Karbi Anglong Ginger

30

Agriculture

436

Tripura Queen Pineapple

31

Agriculture

437

Memong Narang

31

Agriculture

438

Tezpur Litchi

31

Agriculture

439

Joha Rice of Assam

30

Agriculture

440

Sathebari Bell Metal Crafts

6

Handicraft

441

Karbi Textiles Products

24 & 25

Textile

442

Sital Pati Mats & Crafts of Goalpara

20

Handicraft

443

Larnai Clay Pottery

21

Handicraft

444

Bamboo Shang Trop

6

Handicraft

445

Stone Carving Craft

21

Handicraft

446

Kauna Reed Craft

21

Handicraft

447

Manipur Dolls and Toys Craft

21

Handicraft

448

Solapith Crafts of Birbhum District

16

Handicraft

449

Burdwan Natungram Wood Craft

21

Handicraft

450

Naga Angami Shawl

24

Textile

451

Naga Ao Shawl

24

Textile

452

Naga Sumi Shawl

24

Textile

453

Bankura Panchmura Terracotta Craft

21

Handicraft

454

Monpa Wooden Mask

21

Handicraft

455

Sherdukpen Handlooms & Textiles

21

Handicraft

456

Monpas Handlooms & Textile Goods

24 & 25

Textile
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457

Varanasi Wooden Lacquer Wear &
Toys

27

Handicraft

458

Mirzapur Handmade Dari

27

Handicraft

459

Nizamabad Black Clay Pottery

27

Handicraft

460

Machilipatnam Imitation Jewellery

14

Handicraft

461

Indian Thangka Paintings

16

Handicraft

462

Wood Craft of Sikkim

20

Handicraft

463

Sikkim Lepcha Handloom

24

Handicraft
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PUBLIC NOTICE
Dated 26th February, 2010

No.GIR/CG/JNL/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 55 dated 29th November 2013
G.I. APPLICATION NUMBER – 371
Application Date: 19-12-2011
Application is made by Department of Commerce & Industries, Government of Manipur,
Lamphelpat, Imphal - 795 004, Manipur, India for Registration in Part A of the Register of
Shaphee Lanphee under Application No. 371 in respect of 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

:

Department of Commerce & Industries,

B)

Address

:

Department of Commerce & Industries,
Government of Manipur, Lamphelpat,
Imphal – 795 004, Manipur, India.

C)

Type of goods

:

Class-25:Clothing

D)

Specification:














E)

The Shaphee Lanphee is a type of Shawl which is specially made by needle work
without frame over the Loin Loom fabric woven by Meitei Women.
It is worn by the Nagas of Manipur as a special recognition of Honour.
Shaphee Lamphee have black background and red border fabric decorated with 10
different stylized motifs, namely, i) Shamu (elephant), ii) Shagol (horse), iii) Iroichi
(buffalo horn), iv) Nga (fish), v) Numit (sun), vi) Tha (moon), vii) Thawanmichak
(star), viii) Phantup (seat), ix) Ta(spear) and x) Wahong (peacock).
All the stylized motifs are embroidered with needle manually with cotton threads.
Width: 110-132 cm;
Length : 225 – 230 cm length
Weight: 1854 grams usually
Type of yarn used: 2/20S cotton and 2/34S acrylic
Count of wrap: 2/20S cotton
Count of Weft: 2/20S cotton
Embroidery Yarn: 2/20S cotton, mercerized and 2/40S
Type of Reed and its count: Steel reed of 40S ST
TPI(EPI & PPI): 20-25 picks per 2.54 cm. (per inch)

Name of the Geographical Indication:
SHAPHEE LANPHEE
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F)

Description of the goods:















G)

Literally, the name of Shaphee is the fabric of animal and Lanphee is the fabric of
war.
It is a hand woven fabric and having 10 different highly stylized motifs, such as, i)
Iroichi (local name of buffalo horn), ii) Nga (local name of fish), iii) Numit (local
name of sun), iv) Phantup (local name of seat), v) Shagol (local name of horse),vi)
Shamu (local name of elephant), vii) Ta(local name of spear), viii) Tha (local name of
moon), ix) Thawanmichak (local name of star) and x) Wahong (local name of
peacock) is the Shaphee Lanphee,
The fabric is first embroidered with 40 Nos. of Thwanmichak (the Star) in two
extreme margins of the fabric.
Secondly, 20 Nos. of Ta (the Spear) and 10 Nos. of Phantup (the magical seat) in two
sides in the second row of the fabric are embroidered and the third row is repeated
with another set of 20 Nos. of Thwanmichak (the Star) having 10 Thwanmichak in
each side,
The fourth row is embroidered with 10 Nos. of Iroichi (the buffalo horn) in two sides
having 5 Iroichi in each side,
Fifth row is represented by five motifs, namely, two Numit (two Sun), two Tha (two
Moon) and one Shagol (one Horse) in the middle in each side. Therefore, there are 4
Numit, 4 Tha and two Shagol together in the fabric,
In the middle, there are two Wahong (two Peacocks) in the outer margin and two Nga
(two Fishes) and two Shamu (two elephants) in the inner centre.
The philosophical concept of the different motifs which are needed in the Shaphee
Lanphee is that the floral design with the red core is significance the Sun.
The white patches at the ends are significance of the stars and the other heavenly
bodies in the sky. The concept of the moon and the sun are the symbols of mother and
father.
The significances of this cloth of attractive motifs are the representation of the
relationship between the celestial bodies and the Meitei King. The celestial bodies
like sun, moon, star, etc. are the symbolization of the supreme power of mother and
father.
The motifs of Phantup (magical seat) and the elephant symbolize the royalty. The
motifs of spear heads and the fishes are connected with the myth of king
Naothingkhong (663-763 A. D.).
Enclosed as Annexure – I from Page No. 6 to 12.

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

14 :

Historically and practically, the Shaphee Lanphee is woven and embroidered in the entire
State of Manipur.
The Shaphee Lanphee is woven across whole of Manipur state of India, which lies /
located between 23°83’ and 25°68’ North Latitude and 93° 3’ and 94°78’ East Longitude
H)

Proof of origin (Historical records) :


The shawl of Shaphee Lanphee is a special cloth which was used to be presented as
rewards/awards by the Meitei Kings to the worthy Naga Chiefs of Manipur.
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I)



A legend has for introducing this type of cloth to be presented by the Meitei Kings to
the worthy tribes as one day a man of Khoisnam lineage was riding a horse by
wearing the said type of cloth Shaphee Lanphee and it was seen by the king and the
king later on used to be presented as rewards/awards to the worthy Naga Chiefs of
Manipur. This tradition was carried on in the future also and as a tradition the
weaving of such kind of cloth was the work only for the Khoisnam lineage. Because
of which, in the text of “Loiyumba Silyen”, King Loiyumba (1074 - 1122 A.D.)
assigned the work of weaving the cloth “Shaphee Lanphee” to the Khoisnam family.
So, it is cleared that this kind of cloth was remained used during the time of Meidingu
Loiyumba.



The manuscript “Loishang Lingkhatpa”, the account of the establishment of various
administrative departments during the reign of different kings in Manipur, gives
valuable information about the first establishment of the “Phishaba Loishang”, the
Department of weaving during the time of Meidingu Pakhangba. He was the first
historical king of Manipur who reigned from 33 to 154 A. D. From that time, the
department had its responsibilities for the task of making royal clothes of various
designs. The name of the post “Charei Phishahanba” was the head of this
department. The manuscript “Ningthouphi Shaba” gives us the name of royal
weavers that “Laikokshu Charei Phishahanba” was the head of the department during
the time King Khuiyoi Tompok (154-264). “Ako Phishahanba” was the head of the
department during the time of King Naophangba (428-518) and “Roso Phishahanba”
was the head of the department of weaving during the time of Meidingu Loiyumba.



The text of the manuscript “Loiyumba Silyen” gives some names of royal weavers of
the time of Meidingu Loiyumba such as Naotam Phishaba, Ngangdi Phishaba,
Yangnu Phishaba, Heisu Naha Phishaba, etc.

Method of Production:


A hand weaving of black colour background with red colour border on plain of cotton
yarn does not make a Shaphee Lanphee.



A Shaphee Lanphee is required both the hand weaving and embroidery work with
needle.



Like normal fabric, it is required warp thread, weft thread and embroidery thread.



Pre-Loom Processes: Weaving in Manipur, from early period, used mainly the fibres
extracted from “Lashing” (Cotton ball) and “Kabrang” (Mulberry cocoon) and also
extracted from the bark of a kind of tree called “Santhak” Urtica sp.). The local fibre
was spun into thread and dyed locally with plants, bark, leaves, flower, etc available
in the State. Therefore, traditional system of spinning and dyeing is required. The
yarn is sized with starch of rice and stretched with the help of bamboo rod. It is then
wound into bobbin for warping and pirn for picks



Denting & Drafting: After warping, the warp beam is gaited up with the warp beam
rest. Generally, the warp thread are drawing through wire heald and passes through
the dents of the reed and wound to the cloth beam. Thus, the loom is ready for
weaving a simple or plain cloth.
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Weaving on Loin Loom: In Loin Loom, no denting is required as no reed is used.
However, drafting is required as two half heald is used. The drafting is done during
the warping process with two persons, one for drawing boy and another for drafting.
After this process, the warp sheet will be hanging downward from a higher wall or
stand and strapped the other end of the warp sheet into the loin of the weaver. Thus,
the loom is called as Loin Loom. Sometime, it is also known as Back Strap Loom.
The shedding of the loom will be formed by lifting one of the two half heald to insert
the pick (i.e. weft thread) and release the half heald to close the shed and beat up the
pick by a beater (beater has similar function of beating up of reed in the sley of a
throw shuttle/frame loom). And, then the second heald of the two half heald will be
lifted up for inserting the next pick and release the heald to close the shed for beating
up the pick by the beater. Thus, one complete set of a repeat of plain weave is
completed. Similar function will be repeated till one half of the black background
fabric is completed. A similar process will be done for weaving another half of the
fabric. After completing the weaving second half, the two pieces will be stitched
together in the centre to make it a complete one black background fabric. However,
the fabric is yet to be called Shaphee Lanphee as the 10 highly stylized motifs are yet
to embroidered.



Weaving on Throw/Frame Loom: The weaver will form first shed by pressing the
treadle and the shuttle is drawn or pulled by the picking rope and the shuttle with pirn
passes through the shed. After closing the shed, the sley will beat up the last pick.
Similarly, the second, third, fourth pick be will be inserted into the consecutive sheds
formed by pressing the subsequent wire heald and so on till a complete one half of the
black background fabric is completed. A similar process will be done for weaving
another half of the fabric. After completing the weaving of the second half of the
fabric, the two pieces will be stitched together in the centre to make it a complete one
black background fabric. However, the fabric is yet to be called Shaphee Lanphee as
the 10 highly stylized motifs are yet to embroidered.



Embroidery (needle work): Unlike such other embroidery, the work on Shaphee
Lanphee embroidery is done without any frame support. It starts the manual
embroidery from right to left horizontally by a needle. The stitching method is locally
known as pumhanba, means repeat threading. The long float in the embroidery is
broken with self stitching of the embroidery thread. The needle has a length of 8-10
cm with proportionate size of the length. The embroidery yarn will be threaded
through the tip of the needle and pull it out till the two ends of the yarn is long
enough to tie a knot. Then, the embroiderer will identify the pattern, cut-out motif and
wooden blocks suitably. After suitable selection, the pattern, cut-out motif and block
will be impressed over the black background fabric with the help of washable chalk
or mud. The embroiderer will keep the fabric for drying up the impression. After the
impressions are dried, the embroiderer will start the work with the Thwanmichak (the
Star) in the lower left motif and gradually embroidered till the fourth vertical row of
Iroichi (buffalo horn). The embroiderer will push the needle from right first as per the
round shape of the Star with white colour yarn and the needle will be pulled it out
within the boundary of the impressed motif. The needling processes will be continued
till the completion of each motif. After completing the fourth vertical row of Iroichi,
the embroiderer will start the work with the Thwanmick (Star) in the right upper right
motif and gradually embroidered till the inner fourth vertical row of Iroichi (buffalo
horn) in the right side of the fabric is completed. The final embroidery work will be
done with the two Shamu (two Elephants) in the middle of the fabric. Then, the
Shaphee Lanphee fabric is completed. The embroiderer will now check the
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embroidered fabric and cut away the protruding extra threads or yarn to make it a
smooth and even fabric. The fabric will be washed to remove the dirt and impressed
washable chalk or mud and then pressed by either charcoal iron or electrical iron,
preferably traditional charcoal heavy iron.
J)

Uniqueness:







K)

Shaphee Lanphee is a type of Hand-woven Fabric shawl which is specially made by
needle work on Loin and Frame Loom.
It is a hand woven fabric and having 10 different highly stylized motifs, such as, i)
Iroichi (local name of buffalo horn), ii) Nga (local name of fish), iii) Numit (local
name of sun), iv) Phantup (local name of seat), v) Shagol (local name of horse),vi)
Shamu (local name of elephant), vii) Ta(local name of spear), viii) Tha (local name of
moon), ix) Thawanmichak (local name of star) and x) Wahong (local name of
peacock) is the Shaphee Lanphee,
Shaphee Lanphee was presented as awards by the Meitei Kings to the worthy tribes of
Manipur as a special recognition of honour. It marks as pride and respect to the
person who possess it.
In Shaphee Lanphee the motifs are specially made by needle work without frame by
Manipuri in Cotton or sometimes Silk yarns
The stylized motifs of the Shaphee Lanphee are now popularly used as waist coat
with synthetic lining. It is now exported abroad in diversified form as garment.

Inspection Body:
The Inspection Committee is, an independent and neutral Body which is capable of
regulating the Quality and use of Geographical Indications in respect of the Moirang
Pheejin consisting of following members:
1. One Representative from the Department of Handlooms and Textiles- Not lower to
the Rank of Deputy Director;
2. One Representative from Manipur State Weavers Apex Society;
3. One Representative from the Department of Commerce, Manipur University;
4. One Representative from the Weavers Service Centre, Manipur
5. One Representative from the Primary Weavers Service Cooperative Society
6. One National / State Awarded Artisan of Shaphee Lanphee;
7. One Artisan of Shaphee Lanphee;
8. One Representative from the Indian Institute of Entrepreneurship,
9. One Representative from Mutua Museum, Imphal.
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Advertised under Rule 41 (1) of Geographical Indications of Goods (Registration & Protection)
Rules, 2002 in the Geographical Indications Journal 55 dated 29th November 2013
GI APPLICATION NUMBER – 372
Application Date: 19-12-2011
Application is made by Department of Commerce & Industries, Government of Manipur,
Lamphelpat, Imphal - 795 004, Manipur, India for Registration in Part A of the Register of
Wangkhei Phee under Application No: 372 in respect of 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

:

Department of Commerce & Industries,

B)

Address

:

Department of Commerce & Industries,
Government of Manipur, Lamphelpat,
Imphal – 795 004, Manipur, India

C)

Type of goods

:

Class - 25 - Clothing

D)

Specification:











E)

The fine cotton and see through fabric used by ladies as a special item for special
occasion is the Wangkhei Phee.
The fabric is very delicate one in fine white cotton yarn. i.e. the interlacement of weft
and warp in the series are woven far apart from each other, and as such, the cloth is
fully transparent.
Size – 110 – 116 cm width with 200-205 cm in length.
Weight – 11.35 gram for 80S and 9.9 grams for 100S Cotton.
Type of yarn – only cotton
Count of Warp – 80S and 100S cotton
Count of weft – 2/80S
Count of Extra Weft– 2/80S mercerized.
Type of reed – Steel reed of 80S and 72S ST.
Thread Per Cm – 60-62 for 80S & 70-74 for 100S picks per 2.54 cm

Name of the Geographical Indication:
WANGKHEI PHEE
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F)

Description of Goods:










G)

The fabric is woven and widely used across Manipur. The fine cotton Wangkhei Phee
was used by the Royal family in the beginning woven by the weavers of Wangkhei
Colony near the palace.
The fabric is very delicate one in fine cotton yarn. The interlacement of two threads,
i.e. weft and warp in the series are woven far apart from each other, and as such, the
cloth is fully transparent.
It is a fine variety and close-knitted texture of the weft and the warp woven by female
weavers. Patches of a uniform design are woven on the cloth at wide intervals
throughout the body of the cloth. Originally, this piece of muslin cloth was uniformly
made in white. This muslin cloth survives noticeably in developed form. Till date, in a
variety of designs both on the body of the cloth and at the borders in various colours,
are used.
The Manipur weavers had been weaving this kind of cloth by using the extra weft
technique designs of Kheiroithek, Thangjing Tangkhai, Kabok Chaiba and many
others with Moirang Pheejin Design in the border. This kind of cloth is very popularly
adorned by the Manipuri women and girls on the occasions of marriage ceremony, in a
wide scale in Manipur.
It is woven with warp of 80S and 100S cotton with 2/80S border and extra weft having
Moirang Pheejin Design along the border with kheiroithek and thangjing tangkhai
over the cross border. The cloth has its peculiar designs with different motifs, viz; i)
Namthang Khuthat weave, ii) numit chura (sunrise head gear), iii) khoi (hook), iv)
thambal (lotus), v) thangjing tangkhai (half euryle ferox), vi) atargulap (rose), vii)
khongup melei (a kind of orchid), viii) Angom Ningthou (Royal symbol), ix)
Jubakusum (floral), x) leaves, xiii) raining night, xiv) angoor charong (grapes bunch).
The design is used in the following luxurious items:
o Inaphee (chaddar),
o Phanek (sarong/ladies’ lungies),
o Dhoti,
o Saree
o Girls’ skirts and
o A model design for school uniform.

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

21 :

The Wangkhei Phee is woven across whole of Manipur state of India, which lies / located
between 23°83’ and 25°68’ North Latitude and 93° 3’ and 94°78’ East Longitude
H)

Proof of Origin (Historical records):





Wangkhei is a name of place within the Imphal East District of Manipur. It is located
within Imphal Municipal Area. The Wangkhei Phee famous for its delicate fabric.
This type of fabric is known as “Wangkhei Phee” since the fabric was developed first
in the Wangkhei area by skilled weavers for Royal family initially.
The weavers are still weaving this special type of cloth in a wide scale across the State.
It is shown in Manipuri Costume through Ages (India, Bangladesh and Myanmar)
published in 2011, p-123 by Mutua Bahadur.
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I)

Method of Production:
Wangkhei Phee is produced either by throw shuttle loom or fly shuttle loom. On fly shuttle
loom, the Wangkhei Phee is woven in a single piece as a complete fabric. However, it is
woven in two pieces on throw shuttle loom which will be stitched together after they are
woven so as to make it a complete.
In order to produce a Wangkhei Phee, three shuttles are used, one is conventional shuttle
used for body weft thread and two smaller shuttles for extra weft. Two weavers are
involved when the fabric is woven with three shuttles on fly shuttle loom. Only one weaver
can be woven it the fabric is woven on throw shuttle loom as the width of the fabric is
smaller size for stitching together after the fabrics are woven to make it a complete end
product.


In order to weave a Wangkhei Phee, it is required a kind of weaver having perfect skill
and patient on the work. It was woven either on Throw shuttle and Fly Shuttle Loom.



To weave the Wangkhei Phee, no dobby and jacquard is used. A throw shuttle loom is
the more suitable both for physical and economical factors. The Moirang Pheejin
design is woven on both selvedge of the cloth. It is convenient for weaver to weave
Moirang Pheejin on the right selvedge of the weaver for handiness.



Pre-Loom Processes:
Weaving in Manipur, from early period, used mainly the fibres extracted from
“Lashing” (Cotton ball) and “Kabrang” (Mulberry cocoon) and also extracted from the
bark of a kind of tree called “Santhak” Urtica sp.). The local fibre was spun into
thread and dyed locally with the plants, bark, plants, etc available in the State.
Therefore, traditional system of spinning and dyeing is very important and required.
The yarn so dyed is sized with starch of rice and stretched with the help of bamboo rod.
It is then wound into bobbin for warping and pirn for picks.



Denting & Drafting:
After warping, the warp beam is gaited up with the warp beam rest. The warping
process for Wangkhei Phee is simple and similar to all conventional method with
warping drum, creel and bobbins. Only different are drafting of 80 and 72 bamboo or
steel reed and weaving. There will be two series of weft with two separate shuttles, one
for main body and other for Moirang Pheejin design. The weft for design portion will
be 2 ply of the main body weft, i.e. ply of 2/40S or 2/80S for making it bold, coarser and
distinct from the main body. The weaver put the shuttles side by side with 1st shuttle
for design at right and 2nd shuttle for body at left side of the weaver.
The weaver will weave plain structure of 2.54 cm before the weaving of design is
started.



For 1st step:
The weaver will form first shed and the coarse yarn shuttle (i.e. 1st shuttle) push from
right selvedge through the shed towards the left and taken out the shuttle just at the end
of the coarse warp thread, i.e. inner end of selvedge and placed at the left side of the
weaver. The fine ground (body) thread shuttle (2nd shuttle) is pushed from left selvedge
towards the right through the same shed and taken out the shuttle from the shed just at
the point where the 1st shuttle was taken out and placed at the right side of the weaver.
The interlacement point of the coarse and fine thread is checked and beat it up properly
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with the sley. Now form another next shed and the 1st shuttle inserted into the same
point where it was taken out and pushes the shuttle toward right selvedge. Similarly,
the 2nd shuttle (body) inserted through the same shed from the point where it has been
taken out with the first pick and then pushes the shuttle toward the left selvedge. The
two picks will be interlocked each other and then close the shed so as to beat it up with
the sley. Thus, the first two picks have completed and 1st step of the design is thus
completed.


Interval Spotted Design:
In the midst, the weaver will insert extra cotton weft design on floral and such other
natural symbol as spotted designs through a impressions made by washable marker of
fine quality will be drawn meticulously by the weavers with their fingers. This
insertion is taking place simultaneously with the border design and body weaving of
the fabric.



Interval Spotted Design:
Similar interval spotted design will be woven along with the above steps till such
spotted designs are also fully completed.



For 2nd step:
Next shed is formed. The 1st shuttle is pushed through the shed and taken out from the
shed at the point of 2-3 dents away from the 1st step and placed at left of the weaver,
i.e. 2-3 dents towards the left side of the weaver from 1st step for making it as the 2nd
step. The 2nd shuttle is push through the shed from left towards the right side and taken
out at the same point of the 1st shuttle and place at the right side of the weaver then
closes the shed and beat it up the pick with the sley. Next shed is formed. As above,
insert the 1st shuttle through the same point from where it was taken out and push
toward the right selvedge. Similarly, the 2nd shuttle also inserted through the same
point where it has been taken out and pushes towards the left selvedge. The two picks
will now interlocked each other and then close the shed so as to beat it up with the sley.
The third & fourth pick has inserted and 2nd step of the design is thus completed.



Interval Spotted Design:
Similar interval spotted design will be woven along with the above steps till such
spotted designs are also fully completed.



For 3rd step:
Next shed is formed. The 1st shuttle is pushed through the shed and taken out from the
shed at the point of 2-3 dents away from the 2nd step, i.e. 2-3 dents towards the left side
of the weaver from 2nd step for making it as the 3rd step. The elongation from the
subsequent steps may be varied 2-3 dents away, 3-4 dents away, so on as per
requirement of the design to resemble it the pronged teeth of the mythological python.
Then, the 2nd shuttle is push through the shed from left to right and taken out at the
same point of the 1st shuttle and close the shed and beat it up the last pick with the sley.
Next shed is formed. As above, insert the 1st shuttle through the same point from where
it was taken out and push toward the right selvedge. Similarly, the 2nd shuttle also
inserted through the same point where it has been taken out and pushes towards the left
selvedge. The two picks will be interlocked each other and then close the shed so as to
beat it up with the sley. Insertion of the fifth & sixth pick is completed and 3rd step of
the design is thus completed.
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For 4th step:
Next shed is formed. The 1st shuttle is pushed through the shed and taken out from the
shed at the point of 2-3 dents ahead from the 2nd step, i.e. 2-3 dents towards the left
side of the weaver from the 3rd step for making it as the 4th step. Then, the 2nd shuttle is
push through the shed from left to right and taken out at the same point of the 1st
shuttle and close the shed and beat it up the last pick with the sley. Next shed is
formed. As above, insert the 1st shuttle through the same point from where it was taken
out and push toward the right selvedge. Similarly, the 2nd shuttle also inserted through
the same point where it has been taken out and pushes towards the left selvedge. The
two picks will be interlocked each other and then close the shed so as to beat it up with
the sley. Insertion of the seventh & eighth pick is completed and 4th step of the design
is thus completed.



Interval Spotted Design:
Similar interval spotted design will be woven along with the above steps till such
spotted designs are also fully completed.



For 5th step:
Next shed is formed. The 1st shuttle (body thread) is pushed through the shed and taken
out from the shed at the point of 5-6 dents ahead from the 2nd step, i.e. 5-6 dents
towards the left side of the weaver from 4th step for making it as the 5th step. The
elongation from the subsequent steps has slightly increased to more make it sharper.
Then, the 2nd shuttle is push through the shed from left to right and taken out at the
same point of the 1st shuttle and close the shed and beat it up the last pick with the sley.
Next shed is formed. As above, insert the 1st shuttle through the same point from where
it was taken out and push toward the right selvedge. Similarly, the 2nd shuttle also
inserted through the same point where it has been taken out and pushes towards the left
selvedge. The two picks will be interlocked each other and then close the shed so as to
beat it up with the sley. Insertion of the ninth & tenth pick is completed and 5th step of
the design is thus completed.
For Continuous Processes: In the same procedure, it is to be continued till further
Steps as per requirement. After completion of the required steps, similar reversed steps
are to be woven for completing a Wangkhei Phee. This process of weaving method will
be continued till completion of full length of the fabric. Average number of thread used
per 1.3 sq.cm will be warp-10, weft-19 and extra weft-6.

J)

Uniqueness:











It is a fine variety with close-woven texture of the threads by female weavers
It is one of the most luxurious items for ladies among the local cloths used in different
occasions relating to marriages, festivals, public functions.
The Wangkhei Phee is porous, airy, see-through and thin enabled to see through any
precious and decorative ornaments/jewellery worn by ladies.
It is delicately Hand Woven by only local skilled weaver.
It is woven with pre-dyed yarn.
It is woven only with cotton.
Extra weft designs are woven in natural, like, floral, fruits, etc. motifs.
Since it is woven with cotton, it is environmentally ideal fabric.
It is possible to weave only handloom, either Throw shuttle or Fly Shuttle Loom.
Two throw shuttles are used for producing a complete fabric with Moirang Pheejin
Design, one for the design and another for the main body.
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K)

Inspection Body:
The Inspection Committee is, an independent and neutral Body which is capable of
regulating the Quality and use of Geographical Indications in respect of the Wangkhei
Phee consisting of following members:
1. One Representative from the Department of Handlooms and Textiles- Not lower to the
Rank of Deputy Director;
2. One Representative from Manipur State Weavers Apex Society;
3. One Representative from the Department of Commerce, Manipur University;
4. One Representative from the Weavers Service Centre, Ministry of Textiles,
Government of India, Imphal, Manipur
5. One Representative from the Primary Weavers Service Cooperative Society
6. One National / State Awarded Artisan of Wangkhei Phee;
7. One Artisan of Wangkhei Phee;
8. One Representative from the Indian Institute of Entrepreneurship,
9. One Representative from Mutua Museum, Imphal.
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Advertised under Rule 41 (1) of Geographical Indications of Goods (Registration & Protection)
Rules, 2002 in the Geographical Indications Journal 55 dated 29th November 2013
G.I. APPLICATION NUMBER – 373
Application Date: 19-12-2011
Application is made by Department of Commerce & Industries, Government of Manipur,
Lamphelpat, Imphal - 795 004, Manipur, India for Registration in Part A of the Register of
Moirang Phee under Application No: 373 in respect of 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

:

Department of Commerce & Industries

B)

Address:

:

Department of Commerce & Industries,
Government of Manipur, Lamphelpat,
Imphal - 795 004, Manipur, India

C)

Types of Goods

:

Class – 25 Clothing

D)

Specification:














The “Moirang Phee is a cloth with the Moirang Pheejin design of weft threads
interlocked with weft threads of main body during the weaving process. The Moirang
Pheejin design is elongated from selvedge towards the middle of the fabric and
arranged continuously along the border of the fabric.
The Moirang Pheejin design is woven longitudinally in continuous series of designs
of weft threads along border interlocked with weft threads of main body during the
weaving process in the Moirang Phee.
The Moirang Pheejin design is woven in the Moirang Phee is derived from the
pronged teeth of the “Pakhangba”, the Pythonic God of the Manipur mythology.
The teeth with upward pointed tops, when arranged in a regular and uniform series,
have appealing touch in the aesthetic perception of the people,
The designs are woven in different odd steps elongating towards the middle of the
fabric parallel to weft threads.
The elongated part are taken on add numbers as 3 (three) steps, 5 (five) steps, 7
(seven) steps, 9 (nine) steps, 11 (eleven) steps and so on.
The odd steps are the extended portion of weft threads from the margin of the
selvedge of the fabric,
The designs are woven together with main body as per requirement of the fabrics,
Count of design weft yarn is ranges from between 2/40S -2/80S.
Count of design is coarser than the main weft threads and is always double of main
weft threads,
The designs are used in saree, stole, sarong and half saree,
It is woven either cotton or silk only
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E)

Width of the design is depended upon the count of yarn, fatter if it is woven with
coarser and thinner in case the yarn is finer,
It is inserted through the open shed manually with a smaller shuttle.
Selvedge size is 1.5 cm. of 40S cotton,
Elongated teeth – 4.20 cm for 7 seven steps
Width
:102-122 cm;
Length :200 – 205 cm
Type of yarn used: 2/20S cotton and 2/34S acrylic
Count of warp: 2/40S cotton
Count of Weft: 2/40S and 2/80S cotton
Type of Reed and its count: Steel/Bamboo reed of 44S and 72S ST
TPI(EPI & PPI): 40-42 for 2/40S and 70-80 for 2/80S (per inch)

Name of the Geographical Indication:
MOIRANG PHEE

F)

Description of goods:










Moirang is a name of historical place under Bishnupur District of Manipur State and
the land of legendary hero Khamba” in in the epic of Moirang Kangleirol. It is
situated at a distance of 46 Kms away from Imphal, the capital of Manipur. It is also
the place where the first INA flag was hoisted on Indian soil in 1944.
The Moirang Phee is a name of fabric originated from the Moirang. The Moirang
Pheejin design is woven along the border of the fabric and becomes the famous
Moirang Phee.
Any colour of fabric of chaddar or half saree or stole woven with Moirang Pheejin
will become the Moirang Phee,
The “Moirang Phee is a cloth with the Moirang Pheejin design of weft threads
interlocked with weft threads of main body during the weaving process. The Moirang
Pheejin design is elongated from selvedge towards the middle of the fabric and
arranged continuously along the border of the fabric.
The Moirang Pheejin design is the shape of pronged teeth of the “Pakhangba”, the
Pythonic God of the Manipur mythology.
The uniqueness of a Moirang Phee is caused by the presence of the Moirang Pheejin
design woven in the fabric along longitudinal border continuous series of geometrical
figure of Yarong (pronged teeth).
The Moirang Phee fabric is also used in the following items:
 Inaphee (chaddar),
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G)

 Phanek (sarong/ladies’ lungies),
 Dhoti,
 Saree
 Girls’ skirts and
 A model design for school uniform.
In saree, the design are woven in two sizes, smaller for blouse and larger for main
body of the saree,
A Moirang Phee with Moirang Pheejin design is woven in two separate distinct part,
one for main body and other for the Moirang Pheeijin design along the border in a
complete fabric.

Geographical Area of Production and Map as shown in page no. : 28
The Moirang Phee is woven across whole of Manipur state of India, which lies / located
between 23°83’ and 25°68’ North Latitude and 93° 3’ and 94°78’ East Longitude

H)

Proof of Origin [Historical Records]:










Moirang is a name of place under Bishnupur District of Manipur State. It is situated at
a distance of 44 Kms away from Imphal, the capital of Manipur. It is also the place
where the first INA flag was hoisted on Indian soil in 1944.
The Moirang Phee is a name of fabric originated from the Moirang and the design
pattern of pronged teeth of the “Pakhangba”, the Pythonic God of the Manipur
mythology called “Moirang Pheejin” is woven along the longitudinal border of the
fabric.
It is the textile item which the Moirang paid as annual tribute to the Meitei Kings (a
major community in the Manipur) during the monarchical period,
The name of this Moirang Phee fabric with Moirang Pheejin design along the border
was also known as Yarongphi in local name which mean; ya = tooth and rong =
long = longba = pronged. The teeth of Pakhangba pointed upward and when
arranged in a regular and uniform series, have appealing touch in the aesthetic
perception of the people
According to the text of manuscript “Loiyumba Silyen”, King Meidingu Loiyumba
distributed the work of weaving of this kind of fabric ‘Yarongphi’ to the family of
“Thongakpam Clan”. Later on, the fabric was the textile item which the Moirang paid
as annual tribute to the Meitei Kings (a major community in Manipur) during the
monarchical period in Manipur.
The manuscript “Loiyumba Silyen” mentioned that the Moirang Phee existed during
1074-1122 A.D., the reign of King Meidingu Loiyumba of Manipur. The women
weavers of Manipur use the weft woven technique in weaving the Moirang Pheejin
design in the Moirang Phee.
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I)

Method of Production:



In order to weave a Moirang Phee with Moirang Pheejin design, it is required a kind
of weaver having perfect skill, patient and concentration on the work. It was woven
either on Loin Loom, Throw shuttle and Fly Shuttle Loom.
A throw shuttle loom is the most suitable one as it is very light, less expensive, easy
for transportation & maintenance, etc. No additional attachment, like, dobby,
jacquard, jalla is required. The Moirang Pheejin design in the Moirang Phee can be
woven either on left or right side selvedge of the cloth, however, the most convenient
for weaver is on the right selvedge of the weaver for handiness.



Pre-Loom Processes: Weaving in Manipur, from early period, used mainly the fibres
extracted from “Lashing” (Cotton ball) and “Kabrang” (Mulberry cocoon) and also
extracted from the bark of a kind of tree called “Santhak” Urtica sp.). The local fibre
was spun into thread and dyed locally with the plants, bark, plants, etc available
locally. Therefore, traditional system of spinning and dyeing is very important in the
Moirang Phee. The dyed yarn is sized with starch of rice and stretched with the help
of bamboo rod. It is then wound into bobbin for warping and pirn for picks.



Denting & Drafting: After warping, the warp beam is gaited up with the warp beam
rest. Generally, 3 ends are drawn per dent for main body and 2 ends per dent for
selvedge and design portion. There will be two series of weft with two separate
shuttles, one for main body and other for Moirang Pheejin design. The weft for design
portion will be 2 ply of the main body weft, i.e. ply of 2/40S or 2/80S for making it
bold, coarser and distinct from the main body. The weaver put the shuttles side by
side, 1st shuttle for design at right and 2nd shuttle for body at left side of the weaver.

The weaver will weave plain structure of 2.54 cm before the weaving of design is started.
 For 1st step: The weaver will form first shed and the coarse yarn shuttle (i.e. 1st
shuttle) push from right selvedge through the shed towards the left and taken out the
shuttle just at the end of the coarse warp thread, i.e. inner end of selvedge and placed
at the left side of the weaver. The fine ground (body) thread shuttle (2nd shuttle) is
pushed from left selvedge towards the right through the same shed and taken out the
shuttle from the shed just at the point where the 1st shuttle was taken out and placed at
the right side of the weaver. The interlacement point of the coarse and fine thread is
checked and beat it up properly with the sley. Now form another next shed and the 1st
shuttle inserted into the same point where it was taken out and pushes the shuttle
toward right selvedge. Similarly, the 2nd shuttle (body) inserted through the same shed
from the point where it has been taken out with the first pick and then pushes the
shuttle toward the left selvedge. The two picks will be interlocked each other and then
close the shed so as to beat it up with the sley. Thus, the first two picks has completed
and 1st step of the design is thus completed.
 For 2nd step: Next shed is formed. The 1st shuttle is pushed through the shed and
taken out from the shed at the point of 2-3 dents away from the 1st step and placed at
left of the weaver, i.e. 2-3 dents towards the left side of the weaver from 1st step for
making it as the 2nd step. The 2nd shuttle is push through the shed from left towards
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the right side and taken out at the same point of the 1st shuttle and place at the right
side of the weaver then closes the shed and beat it up the pick with the sley. Next
shed is formed. As above, insert the 1st shuttle through the same point from where it
was taken out and push toward the right selvedge. Similarly, the 2nd shuttle also
inserted through the same point where it has been taken out and pushes towards the
left selvedge. The two picks will now interlocked each other and then close the shed
so as to beat it up with the sley. The third & fourth pick has inserted and 2nd step of
the design is thus completed.


For 3rd step: Next shed is formed. The 1st shuttle is pushed through the shed and
taken out from the shed at the point of 2-3 dents away from the 2nd step, i.e. 2-3 dents
towards the left side of the weaver from 2nd step for making it as the 3rd step. The
elongation from the subsequent steps may be varied 2-3 dents away, 3-4 dents away,
so on as per requirement of the design to resemble it the pronged teeth of the
mythological python. Then, the 2nd shuttle is push through the shed from left to right
and taken out at the same point of the 1st shuttle and close the shed and beat it up the
last pick with the sley. Next shed is formed. As above, insert the 1st shuttle through
the same point from where it was taken out and push toward the right selvedge.
Similarly, the 2nd shuttle also inserted through the same point where it has been taken
out and pushes towards the left selvedge. The two picks will be interlocked each other
and then close the shed so as to beat it up with the sley. Insertion of the fifth & sixth
pick is completed and 3rd step of the design is thus completed.



For 4th step: Next shed is formed. The 1st shuttle is pushed through the shed and
taken out from the shed at the point of 2-3 dents ahead from the 2nd step, i.e. 2-3 dents
towards the left side of the weaver from the 3rd step for making it as the 4th step.
Then, the 2nd shuttle is push through the shed from left to right and taken out at the
same point of the 1st shuttle and close the shed and beat it up the last pick with the
sley. Next shed is formed. As above, insert the 1st shuttle through the same point from
where it was taken out and push toward the right selvedge. Similarly, the 2nd shuttle
also inserted through the same point where it has been taken out and pushes towards
the left selvedge. The two picks will be interlocked each other and then close the shed
so as to beat it up with the sley. Insertion of the seventh & eighth pick is completed
and 4th step of the design is thus completed.



For 5th step: Next shed is formed. The 1st shuttle (body thread) is pushed through the
shed and taken out from the shed at the point of 5-6 dents ahead from the 2nd step, i.e.
5-6 dents towards the left side of the weaver from 4th step for making it as the 5th step.
The elongation from the subsequent steps has slightly increased to more make it
sharper. Then, the 2nd shuttle is push through the shed from left to right and taken out
at the same point of the 1st shuttle and close the shed and beat it up the last pick with
the sley. Next shed is formed. As above, insert the 1st shuttle through the same point
from where it was taken out and push toward the right selvedge. Similarly, the 2nd
shuttle also inserted through the same point where it has been taken out and pushes
towards the left selvedge. The two picks will be interlocked each other and then close
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the shed so as to beat it up with the sley. Insertion of the ninth & tenth pick is
completed and 5th step of the design is thus completed.


J)

Uniqueness:









K)

For Continuous Processes: In the same procedure, it can be continued upto further
Steps as per requirement. After completion of the required steps, similar reversed
steps are to be woven for completing a Moirang Pheejin Design in the Moirang Phee.
This process of weaving method will be continued till completion of full length of the
fabric.

The uniqueness of a Moirang Phee is caused by the presence of the Moirang Pheejin
design woven in the fabric along longitudinal border continuous series of geometrical
figure of Yarong (pronged teeth).
The Moirang Pheejin Design in the Moirang Phee is produced by interlocking of weft
threads with the warp threads in the along the border of a fabric
The Design is woven in all the luxurious local cloths which used in different
occasions relating to marriage, festival, public function, ritual, etc.
The Design is one of the commonest design woven in any of hand woven fabrics of
Manipur most popularly on ladies attires,
The presence of Moirang Pheejin design in any one of the hand woven fabrics is a
significant as it shows that the fabrics is originated from Manipur,
The Moirang Pheijin in the Moirang Phee is required to be woven by weavers having
perfect skill, patient and concentration in the work.
It is possible to weave only handloom, either Loin Loom, Throw shuttle and Fly
Shuttle Loom,
Two throw shuttles are used for producing a complete fabric of Moirang Phee with
Moirang Pheejin Design, one for the design and another for the main body.

Inspection Body:
The Inspection Committee is, an independent and neutral Body which is capable of
regulating the Quality and use of Geographical Indications in respect of the Moirang
Phee consisting of following members:
1. One Representative from the Department of Handlooms and Textiles- Not lower to
the Rank of Deputy Director;
2. One Representative from Manipur State Weavers Apex Society;
3. One Representative from the Department of Commerce, Manipur University;
4. One Representative from the Weavers Service Centre, Ministry of Textiles,
Government of India, Imphal, Manipur
5. One Representative from the Primary Weavers Service Cooperative Society
6. One National / State Awarded Artisan of Moirang Phee;
7. One Artisan of Moirang Phee;
8. One Representative from the Indian Institute of Entrepreneurship,
9. One Representative from Mutua Museum, Imphal.
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Advertised under Rule 41 (1) of Geographical Indications of Goods (Registration & Protection)
Rules, 2002 in the Geographical Indications Journal 55 dated 29th November 2013
G.I. APPLICATION NUMBER – 381
Application Date: 02-04-2012
Application 381 & 413 made by Kangra Arts Promotion Society (KAPS), Mount View
Complex, Main Bazar, Mcleod Ganj, Dharamshala, District: Kangra, Himachal Pradesh -176219,
India Facilitated by Himachal Pradesh Patent Information Centre, State Council for Science
Technology & Environment, B-34, SDA Complex, Kasumpti, Shimla – 171009, Himachal
Pradesh, India; Department of Language & Culture, Government of Himachal Pradesh, B-39,
SDA Complex, Kasumpti, Shimla – 171009, Himachal Pradesh, India and Regional Director
Handicraft (North Region), Office of DC (Handicrafts) Northern Region, West Block No.8, R.K.
Puram, New Delhi - 110066, India, for Registration in Part A of the Register of Kangra
Painting are merged together to proceed as a single application as per the order of Registrar of
Geographical Indications dated 07-11-2013 under Application No. 381 in respect of Paintings
falling in Class – 16 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

:

Kangra Arts Promotion Society (KAPS)

B)

Address

:

Kangra Arts Promotion Society (KAPS),
Mount View Complex, Main Bazar, Mcleod
Ganj, Dharamshala, District: Kangra,
Himachal Pradesh -176219, India
Facilitated by
Himachal Pradesh Patent Information Centre,
State Council for Science Technology &
Environment, B-34, SDA Complex, Kasumpti,
Shimla – 171009, Himachal Pradesh, India;
Department of Language & Culture, Government
of Himachal Pradesh, B-39, SDA Complex,
Kasumpti, Shimla – 171009, Himachal Pradesh,
India, and
Regional Director Handicraft (North Region),
Office of DC (Handicrafts) Northern Region, West
Block No.8, R.K. Puram, New Delhi - 110066,
India

C)

Types of Goods

D)

Specification:

:

Class - 16 – Paintings

Kangra paintings have no specific dimension. These are painted in small sizes as well as
in big sizes on walls, clothes or papers. Rectangular size of paintings, generally 8cm x
10cm are very popular on fibre paper. These days most of the artists of Kangra Paintings
generally make miniature paintings. One major theme of the Kangra Paintings is love. A
favourite text with the painters is the Rasikapriya of the poet Keshav Das. It derives
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inspiration from Krishna cult. The Nayak and Nayika in the Rasikapriya are Krishna and
Radha, the ideal lovers, symbol of God and Soul.
The romances of Heer Ranjha and Sohni Mahiwal are favourite themes of the Kangra
Paintings. The paintings based on Geet Govinda, Mahabharata can also be seen. In
Kangra Paintings one can see the freshness of colours, minuteness in execution. romantic
sentiments of love. However “Bhakti” and “Rasa” also play a role. For example the
“raga” painting series focuses on more subtle emotions (or moods) than “Love”.
E)

Name of the Geographical Indication:
Kangra Painting

F)

Description of the Goods:
Art is a symbol of culture to which it belongs, acquiring its own style of expression in
relation to it. Every culture has its own style of art, and one must know the culture to
understand its phases of development. This is also true of Kangra art. All great art is
inspired by religion. The paintings and sculpture of Ajanta and the great monuments of
Borobudur in Java owe their origin to the inspiration of Buddhism. Christianity inspired
paintings of sublime quality in medieval Italy and Spain. The Hindu paintings of
Rajasthan and Punjab hills, known as Rajput paintings, because the Patrons were Rajput
princes, were inspired by Vaishnav faith.
In the 16th – 17th Century, the way was being prepared for the emergence of a new form
of art born of rapidly spreading Vaishnava cult in which spiritual experience was
symbolized by the relation of the lover and the beloved. In this art the worlds of spiritual
purity and sensuous delight are interwoven, religion and aesthetics moving hand in hand
in the quest of reality.
The Gita Govinda and Ramayana have been illustrated both in Basohli and Kangra
Styles. Padmavati, whose story is sung by Jayasi, is the subject of number of painters.
The eight Nayikas and Baramasa are favourite themes alike with Kangra painters and the
Hindi poet Keshav Da, Moti Ram, Bansidhar, Ramguni & Gang, and numerous paintings
which illustrate their work are extant.
Another important source of inspiration to the Kangra painters is the culture of Punjab.
The dress of the women is Punjabi, they are usually shown as weaving Suthan that
resembles breeches, Kamij and Dupatta. The popular love tales of Punjab: Hir Ranjha,
Mirza-Sahiban and Sohni-Mahinwal are often illustrated by the Kangra artists. The ten
Sikh Gurus have been painted by the court artists of Guler and Kangra.
From 1810 the Kangra Valley was under the rule of the Great Ranjit Singh, the Sikh
influence is apparent in Kangra paintings of this period. From 1830 onwards, one can
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find long flowing beards and splendid turbans instead of beards trimmed in the Muslim
style.
Thus, Kangra art is the visual expression of a cultural movement with roots in a great
spiritual upsurge. Kangra Painting is not a sudden development unrelated to the life of
northern India, but is the culmination of spiritual and literary revival of Hinduism.
The principal centre of Kangra paintings was Kangra Valley where the artists worked
under the patronage of the hill Rajas of Guler, Kangra and Nurpur. From here the artists
migrated to neighbouring States of Mandi, Suket, Kullu, Tehri and Gharwal in the east
and Basohli and Chamba in the north. The art of these states was an offshoot of the art of
Kangra and the most appropriate name for version of Rajput art is “Kangra Valley School
of Paintings”.
The specimen of early paintings in the Basohli style can be found in Punjab Hill States.
They are simple works, full of strength and primitive vitality. The pattern is rugged and
domineering, and the lines and colours are bold and enduring. The hill painter selected
themes which he could handle with Masculine directness, without apology or prudery. He
worked with fearless passion, imparting to his work and energy and power which is in
great contrast with the nervous grace of later creation. The artists attained a maximum of
expression with the minimum of means.
G)

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

47

:

The GI producing region being the Kangra, Hamirpur and Una Districts of Himachal
Pradesh, which were part of earlier Old Kangra District.
Kangra lies between Located between 31° 21’ and 32° 59’ North Latitude and 75° 47’
55’’ and 77°45’ East Longitude
Hamirpur lies between Located between 31° 25’ and 31° 52’ North Latitude and 76° 18’
and 76°44’ East Longitude
Una lies between Located between 31° 17’ 52’’ and 31° 52’ 0’’ North Latitude and 75°
82’ 2’’ and 76°28’25’’ East Longitude
H)

Proof of Origin (Historical records) :
Of the hill states Guler (A village in Kangra District) has the longest tradition in the art of
painting. During the rule of Dalip Singh (A.D. 1695 – 1743) artists were working at
Haripur – Guler. Govardhan Chand, son of Dalip Singh, was a great patron of art and a
large number of his portraits which were formally in the collection of Raja Baldev Singh
are now in Chandigarh Museum. The state of Guler played a decisive part in the
development of Pahari paintings in the 18th Century. Not only did it develop a local art
of greatest delicacy and charm, but the final version of this Guler style was taken to
Kangra in about 1780, thus becoming the Kangra style itself. Guler is not merely one of
thirty eight centres of Pahari Art, it is the originator and breeder of the greatest style in all
the Punjab hills.
Manaku and Nainsukh were two great artists in early Guler style. The Sons of these
artists and the grandsons of Nainsukh worked at Guler, Basohli, Chamba and other
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places. They portrayed some of the finest paintings. Maharaja Sansar Chand was the
greatest patron of paintings in Punjab hills. He was born in 1765 at Bijapur, a village in
Palampur Tehsil of District Kangra.
The Kangra Paintings continued throughout the nineteenth century. Kangra paintings
achieved great lyrical glory during Sansar Chand’s reign (1775-1823). Similarly it was
only towards the end of eighteenth century that other states in Punjab hills developed
their own interpretations of great impassioned theme. At Nurpur, Chamba, Kullu and
Bilaspur pictures of Krishna had temporary vogues and at all these places artists created
new modes of expression.
The Kangra Paintings reached its zenith during his reign. Being a liberal patron, the
painters working at his atelier received large commissions while others accepted a
permanent settlement in the form of lands. Maharaja Sansar Chand was an ardent devotee
of Krishna and used to commission artists to paint subjects based on the loves and life of
Krishna. Kangra paintings under the patronage of Sansar Chand were painted at Alampur,
Tira Sujanpur and Nadaun, all on the banks of the river Beas.
The Guler-Kangra art is the art of drawing. The drawing is precise and fluid, lyrical and
naturalistic. In these styles the faces are well modeled and shaded so judiciously that they
possess almost porcelain-like delicacy.
(I)

Method of Production:
Kangra paintings are well known and are admired throughout the world. This art form
had remained in vogue in the foothills of western Himalayas. The following method of
production is employed for Kangra paintings
Pigments:
Pigments used in Kangra Paintings are derived from both organic and inorganic sources.
Most of the colours of the latter kind are obtained from metals, minerals and orches.
Blue:
Blue pigment used in Kangra paintings is derived from the mineral or organic sources.
The one commonly used is indigo. It can be used both as dye and as a pigment; the latter
is known as dali da or dali ka or, daali-dar neel (nil). dali means a lump. Neel is extracted
from the leaves of the plant, indigofera. Indigo can easily be blended with other
pigments. Indigo was easily available in Punjab (Till 1966 Kangra District was part of
Punjab State. After Punjab Reorganization Act 1966, Kangra, Hamirpur, Una were
merged with Himachal Pradesh). Indigo can be easily blended with other pigments. Being
neither lustrous nor dull it adjusts well with other colours of the paintings. Small pieces
of a certain blue stone usually found in streams of hills have also been used as a blue
pigment in the Pahari paintings. The known sources for blue pigment were indigo, lapis
lazuli and azurite. Of these three, indigo has been much used in Kangra Paintings because
of its easy availability and its low price.
Yellow:
Several shades of yellow possessing different kinds of chromatic qualities are noticed in
the Kangra paintings. Pigments of this colour are obtained from different sources; the
commonly used are gaugoli (gogoli) and hartal. Though both these pigments have been
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used in Pahari paintings since the 17th century, the use of the former was much more
popular in the early period of about a hundred years. In the later period the use of yellow
colour started decreasing because the content of the paintings in some respect had
undergone a change. During the later period landscape became almost an integral part of
paintings requiring more use of the green. Green has often been used as a mixed colour
made by blending indigo (blue) and hartal or gaugoli (yellow).
Most important of all the yellow pigments, used in Indian paintings including those from
the Pahari region is gaugoli which is also known as peori, piuti, peoli or the hardwari
peori. This pigment is prepared from the urine of cows who had been fed exclusively on
mango leaves and water. After heating and drying in the Sun, the residue is rolled with
hands into lumps. The pure pigment of gaugoli has a beautiful, deep and luminescent
gold yellow shade which cannot be achieved with other pigment. Gaugoli has been
extensively used in Indian paintings. In Basohli style paintings, where one sees a
monochrome plane in rich enamel like hue, first a coat of yellow orpiment was applied
and then over it one or two washes of gaugoli had been given. When seen under ultra
violet rays gaugoli shines like a burnished metal whereas gold and other metallic,
minerals or ochreous pigments do not appear lustrous. Gaugoli is very light in weight and
when a drop of water is poured over a lump of this pigment, it immediately disintegrates
and spreads flat.
The cow’s dung has been used for obtaining the yellow pigment for painting. Cows are
fed with the leaves of simbal (samalia malabaricum) or harad (myrobalam) and water
only and their urine is used for preparing the yellow pigment.
Hartal (orpiment) is a mineral of dull yellow colour. It is a natural yellow tri sulphate of
arsenic (As2S3). The mineral is available in lumps which are quite hard. It is found at
many places all over the world. Physician use it as medicine and painters have been using
it as a pigment since ancient times. Its uses are seen in Buddhist and the Jain manuscripts
of the medieval period. In the late medieval period its use continued and, like gaugoli,
hartal has also been used much by the artists of the Rajput paintings – Rajsthani and
Pahari.
Yellow ochres have also been occasionally used in Kangra paintings. Yellow clay is also
known as Multani Mitti, meaning clay (earth) from Multan. This kind of yellow clay is,
however, available at many places and also within the region of Kangra paintings; the
yellow earth of Haripur (in Kangra) is well known.
Pigments: i) Gaugoli (Indian yellow), ii) Orpiment (yellow), iii) Khariya (white), iv)
Cinnabar (red), v) Lapis lazuli (Blue), and vi) Malachite (green)
White:
White is the commonly used pigment in the Indian paintings. The ground (astar) on
which painting is done is prepared by using this pigment. Apart from the areas in the
paintings shown in the white, such as, architecture, it is also used with other pigments for
raising the value of the colour and getting their different tones. It is generally derived
from natural sources and is thus called earthen white. In north India it is known as
Kharia. It is different from lime. It is a naturally occurring calcium carbonate. Broadly
Kharia is of two kinds: one is hard (katha Kharia) and other soft (phul Kharia). The
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former is more useful for miniatures. Kharia is available at some places in the lower hills
of western Himalayas. One Kharia mine is located at Bakloh in Chamba district.
Red:
Red colour used in Indian paintings is obtained from various sources. Cinnabar a sulphate
of mercury has, however, been commonly used as a red pigment. The red colour used in
Kangra paintings is usually derived from this mineral. Cinnabar has also been used in the
Indian system of medicine after being purified in a complex process. Artificial Cinnabar
has been used in the Pahari paintings of later period only whereas Cinnabar (Mineral) has
largely been used in the Pahari paintings and is still in use. Different processes for
converting this mineral into pigment are in practice.
Two shades can be obtained from powered Cinnabar. On mixing it with water some
particles of the pigment settle down. The upper part of the coloured solution is richer and
brighter in tone which the artists use for the picture area. The other part of the pigment is
used for the border of the painting. Monochrome red border is a common feature of
Kangra paintings of early phase.
Organic red:
Carmine (kirimdana Hindi). The work krim is a corrupt form of krimi used in Sanskrit. In
Arabic it is used as kermes. Thus the compound work kirimadana means grains of
insects. It has been used in India as well as in west as a dye from ancient times. The
insect grows in cacti. Some artists, active in Kangra, are still using this pigment and know
well about its source. The cactus on which these red insects grow is known as gangi
chhuh. The insects are covered by some sort of dull white substance which has to be
removed by soaking the insects in water and then drying them in the Sun for some days.
Cactus plant appears to be in drying state when the insects grow on it. The colour
prepared from the insects is called gulali or surkhi. The term kiram is used as a name of a
colour in some notes recorded on a drawing in the Kangra style of paintings. Its colour is
brilliant red. The required quantity of Coccus Indicus is tied in a piece of cotton cloth
with lode (pathani lodha) and bujnuk. For the whole night the compound is allowed to
soak in water. After that it is boiled on slow fire and then strained. After the water has
evaporated a three day old curd (dahi) is properly mixed with the colour; if black –
shaded carmine is desired no curd is added.
Black:
The use of black pigment in paintings is common but it is mostly used by mixing it with
other pigments. The usual source of the black pigment is lampblack. Mustard (sarson) oil
or resin (til) oil lamp provided with long wick is lighted and over the flame a bell shaped
earthen pot or a bowl (katora) of belt metal is placed. The lamp used for the purpose is
the earthen one, somewhat like a saucer with a rudimentary spout; it is called diya (or
deep). The soot of the flame settles on the earthen pot or bowl which is scraped with a
wooden piece and collected in a vessel. In Chamba area, apart from the oil lamps, the
stones of wild apricots have also been used for preparing the lampblack. The kernels of
the stones are rich in oil content. Oil obtained from this source (called petoo-da-tel) is
commonly used by villagers as a cooking medium.
The lampblack obtained thus has to be ground thoroughly into fine powder. Before
adding water in it for grinding, it is necessary that some drops of solution of gum or glue
are mixed with the soot to roll it into lump. Lampblack is compatible for use with other
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pigments, the grey tone can be obtained by mixing the lampblack with white pigment.
Grey pigment (called khaki in hills) is often used in depiction of architecture and water.
Green:
Green colour used in paintings is derived from mineral and ochres and from vegetation.
In spite of its availability from various sources green pigment prepared by mixing other
pigments (blue and yellow) was mostly used in the Pahari paintings of the eighteenth and
nineteenth centuries.
Take hartal (orpiment) and neel (indigo). Continue grinding till the qiwam (essence) is
ready. When the essence is ready it should be bottled. It is ready for use.
Malachite green:
It is a carbonate of copper and is found in conjuction with azurite, sometimes merging
imperceptibly into the blue colour. It is of bright colour and is light in tone. This pigment
has been commonly used in medieval period paintings in Europe and Asia. It has not
been used for indicating grass in the paintings done in the Guler-Kangra style. It has,
however, been commonly used in the early Pahari paintings at some centres for showing
the plain foreground or background in the green and in rare cases in architecture. Its use
was comparatively more popular in the seventeenth century at Mandi, situated in the
middle valley of the Beas river.
Sap Green:
The sap of green vegetation is also used as a green colour. It is sometimes used in Kangra
Paintings. The sap of a grass with wide and long dark green blades or leaves is obtained
by crushing. On partial drying of the sap it becomes concentrated and sticky. The artist
uses the sap for depicting the verdure. It is interesting to note that Vishnudharmottra
mentions about the use of juice of durva grass. Also Durgettarini Prakalpa in the Darbar
library in Kathmandu, Nepal mentions the use of the sap green obtained from the several
kinds of vegetal sources. Apart from green some other colours can also be prepared from
organic material; these are asokapatra, tambulapatra, druva and flowers atasi, campaka
and banduka.
Gold:
Gold has been much used in Pahari paintings for decoration and as a colouring material
like other Indian paintings of that period. It is used both in its leaf form and as a powder.
Pigment of gold is prepared from gold leaves. Since gold leaves are used for several other
purposes such as in Ayurvedic system of medicine and are eaten along with sweets, these
are easily available everywhere in the Indian markets. The process for converting the
leaves into pigment (called sunna halkari) though simple, requires experience.
Materials:
Binding Media
The colour pigments can be used in paintings after mixing in them some kind of binding
medium. Pigments can only cover a surface and on drying the binding medium holds
them in place. If pigments are laid with water, on drying they acquire the state of powder.
Gums (secretions from various kinds of trees) or animal glue are used as binding media
for pigments. Following type of gum are popular with the contemporary artists of
miniature painting.
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i)
ii)
iii)

Gum babul (gum acacia)
Gum khairi (gum catechu), and
Gum dhau (gum Anogeiss Latifolia)

Chitrasutra (Vishnudharmottara) and Silparatna mention about the use of exudation of
bakula (Mimusopos Elngi), sindura tree (Grislea Tamentosa), neem (Melia Azadirachta)
and elephant – apple tree as binding media for pigments. Gums of dahu and khairi trees
are available locally in Nurpur (Kangra) and are used in paintings of Kangra region.
Gums of babul was easily available in the markets of Punjab and this was also used by
artists in Kangra valley.
All the three types of gum, now in use, possess good binding strength and are easily
soluble in water. Glue obtained from buffalo hide or of other animals has also been used
as a binding medium and is still in use in the Pahari region. In the ancient Indian
literature on painting, it is mentioned as vajralepa. The term itself indicates that it has
good binding strength. Both the animal glues and vegetal gums have been used by Indian
Painters since the ancient period as is mentioned in silpsastras, but latter was generally
used for wall paintings. Two Kangra artists, Chandu Lal of village Rajol and Puran
Chand of Samloti village use fish glue as binding medium. Fish glue is not dark and they
believe, it serves the purpose well.
Brushes:
Brush (kalam or tulika) is the most important tool for the execution of miniature painting.
The artists are very careful in the selection of the brushes which they usually make
themselves. Even these days, when commercially produced hair brushes of various
degrees of fineness and sizes are easily available, they still prepare their own brushes.
The authors of silpsastras have given special attention to the use of suitable brushes for
various kinds of painting. The Manasollasa and the Silpratna divide each colour into
three broad different shades and enjoin the use of three different brushes for each shade
of pigment. These three different kinds of brushes are called the sthula, madhya and
sukshma. As such the use of nine brushes for each colour is recommended. Better results
can be achieved in the production of miniature paintings by using suitable and separate
brushes and keeping separate brushes for various colours.
The traditional brushes are made of squirrel hair. Hair of this creature is considered to be
the most suitable for miniatures. The squirrel’s tail is drenched with water and in this
process several clots of hair are naturally formed. Those at the downy of the tail are cut
with a pair of scissors and the squirrel is set free. Each clot of hair is fastened with a
thread on its thicker side. Each hair is carefully checked and those found unsuitable are
removed. The remaining are adjusted in a proper shape and the knot of the thread is
tightened. The suitability of hair for various kinds of work is also checked. A bunch of
hair is dipped in a diluted gum emulsion and then allowed to dry. The bunch of hair thus
stiffened is pushed into a piece of quill (pargaja) made out of the feather of a pigeon,
dove or peacock (very rarely a peacock quill is used). The quill has to be cleaned from
inside and is moistened before inserting the hair. The tip of the bunch of hair is inserted
from the wider side and drawn out at the other end. Heated lac is poured from the wider
end to fix the hair. A wooden handle (usually of the bamboo split) is inserted and fixed
with the heated lac. The handle is generally thin and light and about 15 cm long. Kangra
painters generally use thin and light sticks of bamboo for the handle. They keep the tail
removed from a squired and prepare the brushes by taking off some hair from the downy
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tail. Hair to be used for making brushes should neither be too hard not too soft. The
bunch of hair when dipped in water must clot so that it can hold adequate water colour in
its belly.
Paper:
Paper manufactured out of vegetal fibres has been used as carrier for miniature paintings.
Out of about seven hundred varieties of the fibre which can be used for the production of
paper as many as 550 are found in India. However, the most popular fibres used for this
purpose are derived from bamboo (bans), flax (san), jute (tat), linen, and most probable,
some varieties of grass which are easily available locally. In the foothills of Himalayas
fibre of the daphne plant was very popular material for paper making. The hill people use
the fibre of hemp, dhaman (Grewia vestita) tree and ahan (Girardiana hectrophylla) for
various purposes.
Pahari painters mostly use the paper manufactured at Sialkot (Now in Pakistan). It was
called Sialkoti kagaj or kagad. The paper used appears to be of two types; one is
somewhat thick and other, though not of a finer quality, is less thick. Sialkoti paper of
thick variety has generally been used for painting. The paper is burnished for making its
surface smooth.
Miniature Painting: Method
The first step in the execution of a miniature painting is to plan the composition in a
rough sketch. Earlier, the sketch was hurriedly done semi abstract, freehand drawing in
light red colour, right on the paper meant to be the carrier of the final picture. Later, when
complex compositions started appearing in Pahari paintings a charred basuti (adhatoda
vasica) twig was mostly used for sketching.
Basuti is a small flowering shrub which grows wild in the summer in the Shiwaliks and
lower valleys of the mid – Himalayan ranges. The wood of this shrub is very light and its
charcoal is not so hard or compact. It does not leave any deep mark on the paper; mostly
charcoal dust spreads over the paper when a line is drawn. The actual mark on the paper
is very faint.
The sketch done with charcoal is improved gradually with the brush work. The subject is
then drawn with a brush in sanguine which stands out. The light red colour is used only
for the purpose so that it does not spoil the white or any other pigment. The painter
carefully observes the sanguine drawing and wherever any improvement is required he
makes necessary changes, as he proceeds with the final drawing.
Some rare examples of the use of yellow for the second drawing (in place of red) area
also known; yellow too is not so distinct and serves the purpose well. The purpose of
using different colours for the improvement of the drawing is obvious. The sketch done
with charcoal was improved with brush using black colour. A drawing illustrating the
Raga Surmananda from Chamba, datable to the second quarter of the eighteenth century
is done in this manner. Till the first quarter of eighteenth century, the compositions of
Pahari painting, were simple showing only a small number of figures.
By the mid seventeenth century the Pahari style of painting had fully developed. From
AD 1650s onwards till AD 1720, the sketching and the development of the drawing were
done in the manner of the Ragmala drawing.
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A large number of paintings, based on love theme (love in union and love in separation),
from Guler. These drawings provide an interesting material for the study of the process
involved. The initial sketching in these works is done with a brush in a diluted black
colour. The drawings are technically correct and figures are lifelike show Kangra
Paintings based on love theme.
A large number of drawings (sketches), illustrations based on the texts of Ramayana and
Bhagavata belong to Chamba. These works belong to the period, AD 1760 to 1765. The
sketches were done to plan compositions in respect of certain episodes so that the
complete story related to the various kanda or skandas could be communicated in
pictures.
The Himachal State museum, Shimla, has in its collection some sketches, illustrating the
exploits of Goddess Durga, done in the Kangra style, datable to the early nineteenth
century. In these, one sees that the original sketching is done with the brush by using a
wash type of technique. A diluted black colour is used for this purpose. The drawing was
then improved with brush using a light red pigment and further improved by a black
colour.
Khaka or Charba:
Pricked drawings (stencils or pounces), called master – drawings were used for tracing.
This technique was more popular with the Mughal artists. It was, however, known to the
Indian painters much before the later medieval period. The painters working in the
Mughal style used fine skins for making pricked drawings, hence the name charba. The
skin of the deer or sheep was used for this purpose.
In case of wall paintings greater use of stencils was made, particularly for the ornamental
kind of work. At first, drawings were prepared were then transferred through tracing on
the walls. A group of drawings in the Guler Kangra style done by tracing with the aid of
pouncers are in the collection of the Chandigarh Museum. These compositions are
complex generally depict a large number of figures exulting vibrance and movement and
several other skillfully rendered motifs. This series is related to the birth of Krishna and
the story of Krishna’s childhood exploits.


Method of Painting:

The execution of a painting is completed in as many as eight stages. An illustration
exhibits the stages, A to H, which the artist follows. The example (illustration) included
here is a detail of a Guler – Kangra painting from a Bhagvata – purana series; the original
work was done about AD 1775-85. The first step for the painting of a picture is to sketch
the subject with charred wood on the carrier (paper is used in this case); now the pencil is
used for this purpose. Only the broad planning of composition is done at this stage. In the
next stage the artist has improved the drawing and added a few more details. The drawing
is still not complete in all respect. White priming is done thereafter. The artist has used
the same kind of crayon for the first two sketches. The first sketch is done with charcoal,
the second drawing, improvement upon the first sketch, is done in sanguine and then the
third and final one, is drawn with the brush in black colour. The ancient Indian literature
(the Chitrasutra) also enjoins the process of drawing in three stages. The paper on which
the painting is to be done is called the carrier. In fact, the painting is not done directly on
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the paper. The white priming is the ground on which the painting is done. All the motifs
are redrawn over the drawing which is visible under the translucent white ground. Other
details are added to the drawing in the fourth stage. It is now ready for the application of
colour pigments.
The fifth stage of the execution of a painting involves the application of all colours. The
consistency of the pigment used at this stage is not so thick and the colouring appears
translucent, somewhat like water colours. The order of application of various colours is
important. Some artists apply pigments of lighter hues in the first instance. Most artists
start laying colours from above downward and here also in the application of colours the
artist proceeded from top to bottom and from left to right. If in a painting some landscape
is visible through a window or some other opening, the landscape in the distance is
painted first of all. The order of application of colours followed by the artist in this case is
as follows:
i) White pigment for the top left corner of the wall and for the step below the door, and
for the step below the door, (some artists would have also applied the white pigment
to the figure of cow when using this pigment in the case of the areas just mentioned);
ii) Light black colour for the wall at the top and also for the part of wall visible along the
door;
Illustration: The eight stages of execution of Kangra painting
iii)
iv)
v)

Black for the opening of door;
Green for the grassy ground;
Dull yellow of the orpiment for the brass vessel held in the hands of the female
figure and for the flat yellow vessel of wood (trough) placed on the ground;
vi) Light blue colour for water;
vii) White for the cow and grey for its horn;
viii) In the case of figure of maiden holding a vessel the bare parts of her body, that is,
the head, torso (including the part which is covered with choli) hands and feet are
coated with the skin colour, called gora. Since the choli is usually shown of a finer
and transparent cloth, it is essential to cover this part of the body with the skin
colour. In the finished work it remains partially visible;
ix) The upper part of the skirt was first given a coat of light green;
x) Red for the skirt; and
xi) Blue for the scarf (to be shown in gold) is left uncovered and appears white.
The pigments used at this stage of the work are usually in a somewhat diluted condition.
After the first coat of colour is dry, the painting is burnished from the back. In the next
stage all the colour pigments are laid again in the same order as was done at stage five.
After the completion of the second coat, the pigments are again burnished from the back
as usual. The artist checks the entire painted area minutely and if some parts are found
covered inadequately a third coat is applied and then again these are burnished.
In case the area to be covered with one pigment is somewhat large as here for the grassy
plain, the colour is first laid along the edges; application of pigment is not started from
the inner area. This process ensures that the pigment does not bleed or pass to other areas,
outside the space meant to be shown in that particular colour. In the case of the figure of
cow also the white had to be applied first along the outline.
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At the seventh stage, the work of khulai (outlining, adding of details, some shading and
so forth) is done. This process starts to infuse life in the figures which now appear more
prominent as compared to those seen in the former stage of the work where the details
were only faintly visible. Since after the eighth, the final stage, burnishing is not done
some detailing is completed at the seventh stage. A comparison of the picture at the
seventh and eighth (final) stages shows vast difference. They appear widely different in
their effect as well. The vivacity of the figures is distinctly depicted by the outlines. At
the seventh stage of the work one sees that the artist has done pardaz (shading) over the
grass, given somewhat hurried outlines for the figure of cow and painted the hair of the
female figure with a mixed pigment of brown. The outline of the figures and some other
motifs are not so distinct at the seventh stage. A lighter shade of brown (aabrang) is used
at this stage so that improvements wherever necessary could be made easily later with a
deeper shade of the colour. In the last stage we find that the outlines are now quite
conspicuous and have made the figures much more prominent. The facial features of the
maiden are much clear than seen in earlier stages. This improvement is brought about not
only by outlining, but also by the application of an imperceptible ‘wash’ of diluted
cinnabar over the nose, the eyes, the lower jaw, the neck and the nape.
The last work to be done in a painting is known as moti-mahavar (pearls and henna). The
white used for indicating pearls is a mixed pigment. It comprises zinc oxide and khariya
(chalk) or zinc oxide and calcinated powdered oyster shell or conch shell. Mahavar (that
is, red lac) wash is given at the lips, fingers, toes and around the feet to complete the
makeup of the figure.
Modeling in painting
Modeling in the execution of painting is very important to make the work more appealing
and for achieving better finish. This work, therefore, requires much careful attention of
the painters. Modeling is done in the case of human faces, garments and some other
motifs and the trunks and the main branches of trees depicted. The term pardaz is used
for the modeling.
The modeling done by artists working in the Guler style is very fine and technically
correct. Khandalavala writes about the pre – Kangra (Guler) style works: the face is well
modeled and shaded so judiciously that it possesses an almost porcelain – like delicacy.
The skillful shading makes the women in the Guler style painting appear so gracious that
these are considered to be the India’s loveliest idealization.
In the Basholi style paintings faces are shaded with red colour particularly below the
eyes. In the Mandi style paintings the modeling of the faces is done through fine
stippling. In Chamba style painting the use of parallel fine lines at regular intervals was
also a popular idiom for modeling in the seventeenth and the early eighteenth century.
This kind of modeling was also done on garments and bolsters.
In the Basohli style paintings one sees that the lines defining the trunks of a tree are
usually shaded with a wash while in the Guler – Kangra paintings the volume of the tree
trunck of the main branches of the tree are shaded with wash and with brush strokes of
different kinds. The leaves of trees both in the Basohli and the Guler – Kangra paintings
are shaded with fine lines.
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Burnishing of Pigments
Burnishing (called ghotai) of the paper and pigments is an important function in the
technique for the production of miniature paintings. It is done when the surface on the
laying of pigment is dry. Burnishing makes the pigment compact and turns it into a
plastic form. The presence of the binding medium (gum) and the pressure of the
burnishing makes the pigment hard. With burnishing the lightfast quality of the pigment
is also enhanced. The burnishing is usually done from the back of the paper and not from
the front of the painted surface. Painting is placed facing a hard smooth stone or marble
slab or ivory sheet. A smooth piece of agate or some other hard stone is used for
burnishing. A family of traditional painters in Chamba uses conch – shell for this
purpose.
Fixing beetle – wing cases in the Basohli style paintings
Small pieces of lustrous beetle – wing cases were used in jewellery for indicating inlay of
emeralds depicted in the Basohli style paintings. This decorative device remained in
vogue at Basohli in the seventeenth and early eighteenth century. This device was also in
practice at Nurpur and Chamba. The earliest known work, in which the use of ‘beetle –
wing – cases’ is seen, is from Nurpur; it is a portrait of Raja Jagat Singh (r. 1619-1646).
Use of beetle –wing cases is conspicuous in the Basohli style paintings of the
Rasamanjari series while one can see that lavish use of this decorative device in the
paintings of the Basohli Gita – Govinda series of AD 1730. This decorative device had
completely gone out of practice before the mid eighteenth century. The artists who are
making copies of the Basohli style paintings these days employ the technique mentioned
below for the use of beetle wing cases in the pictures.
The pieces of beetle – wing cases are first cut into the required sizes with a blade. By the
tip of brush handle on which a little ‘weak’ gum or even saliva is applied, the piece is
lifted and laid at the required place. The space where the piece is to be attached is coated
in advance with a strong emulsion of gum. It is pressed with a needle (and not with the
tip of the brush) so that its exact location is visible to the artist.
Hair
In their pioneering studies scholars have classified the Pahari painting into three broad
styles – Basohli, Guler and Kangra. Only three broad idioms have been employed by the
Pahari painters for the depiction of hair of the female figures which are seen in the
paintings done in three styles, mentioned above.
In the early paintings of Basohli style hair shown in loose strands which come down over
the cheeks and the breasts. These are generally drawn with care showing each hair
separately and are ‘not’ shown as a flat mass of black colour. The hair often recedes from
the temples of the female figure depicted in the paintings of this style. In the Kangra style
paintings, hair is depicted in a flat mass of black colour i.e. the hair is now drawn with
separate strokes. In some paintings of Kangra style, a strand of hair is, however, drawn
for covering a part of the ear and occasionally another strands s shown over the cheek
near the ear. The idioms used by Kangra painter is slightly different from the one used in
Guler style. The kiss – curl at the cheek in the Guler style paintings appears beautiful and
distinct.
In the Basohli and Guler paintings, pigments of skin colour is laid over the head like the
other part of the face. A faint wash of mixed colours, cinnabar with black pigment in a
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small quantity, is first given over the head but not at the hairline above the forehead.
From the hairline, each hair is drawn in fine strokes using mixed pigment (black and
cinnabar, making a brown shade) as depicted in the seventh stage of the process of
executing a painting. Next the artist draws each hair each hair with black pigment as seen
in the last stage (i.e. the eighth stage) which heightens the beautiful effect of the hair. The
brown used as under colour gives a somewhat concealed view of the sensitive skin of the
figure near the hairline where the skin is not so thick.
In the Kangra style paintings the idiom employed is simple. The Kangra painter does not
draw each hair with separate strokes. Black pigment is laid in a flat manner. Since the
black pigment tempered with gum is used generously, it acquires lustrous quality on
burnishing and the hair mass appears glazed.
Treatment of water
In Pahari painting the treatment of water is done in various manners in accordance with
certain formulas. Grey pigment is applied over the white burnished ground (mixed black
and white) at the space required to be shown as a river, pond or sea. Two different kinds
of pigments are used for the purpose, one for the undercoat and the other for the lines to
indicate waves and ripples. It is generally seen that the colour used for undercoat is
darker than the one used for lines. In the later period waves and ripples in the water are
shown by drawing lines in some schematic manner. The lines are drawn either with white
(usually a broken white pigment) or in black or with silver pigment. The colour of lines is
different than the undercoat. Sometimes the ground is painted in silver pigment and the
flow of water is indicated as white or black colour.
In the paintings of the Guler – Kangra style of the latter half of the eighteenth century one
does not see the decorative patterns, made by depicting stylized waves and ripples, which
had been popular with artists in the earlier period. The approach of the artists during this
period was more or less realistic showing some affinity with the kind of work seen in the
Mughal paintings. They depicted water by drawing fine undulating lines with diluted
black or darker tone of grey over the light grey pigment. Such example can be seen in
paintings of the Guler Gita – Govinda series attributable to about AD 1770. In the
paintings of the later period the lines do not remain as fine as seen in the paintings of
Guler Gita – Govinda Series. In the Kangra Ragamala Series, attributable to the late
eighteenth century, a different kind of treatment for the depiction of water is common.
The artists of the Guler School introduced in the late eighteenth century another kind of
treatment of water in which swirling waves of water are shown repeatedly.
Architectural designs
Architectural designs seen in Pahari paintings can be classified in two broad categories –
one seen in the paintings of Basohli style and other in the Guler Kangra style. In Basohli
style architecture is somewhat flat and because of domes and chhatris seen at the top
some illustration of a three dimension effect is observed. In Guler Kangra style the
architecture shown appears realistic rather than decorative in case of Basohli style. The
architecture in the Guler - Kangra style is drawn with the aid of ruler and thus the
vertical aspects of the architecture in them appears emphasized. The lines in the Guler
Kangra style are precise and straight.
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Depiction of Verdure:
The trees shown in early Pahari paintings are stylized and decorative in form. In the
paintings of the later period done in Guler Kangra style these are treated in naturalistic
manner where sprawling landscape becomes an integral part of the painting.
In early Mandi paintings green plains depicted grass covered land like Mughal paintings
and appears that malachite pigment is used in these paintings.
In Basohli style paintings of the seventeenth century springs are shown in narrow space
in the foreground but it seemed that malachite green is not used by the Basohli style
paintings. In the Basohli style paintings including the Gita Govinda series of AD 1730,
one sees that besides the river or a water pond a bold white line is drawn and its outer
side is shaded with dark green colour.
In Guler Kangra paintings the grass covered land is given pardaz done with fine long
horizontal lines using dark green colour. A mixed colour comprising yellow, blue and
black is used for this purpose. The shade of this colour is slightly darker than that used
for grassy plain.
Carpets in Paintings:
Carpets bearing various kinds of design are seen in Pahari paintings. The decorative
carpet designs in Pahari paintings of earlier phase (Basohli style) are generally different
from the paintings of Guler Kangra style. The carpet designs in early pahari paintings are
often simple and not so colourful. The design comprises certain types of floral creepers or
floral meandering patterns. The borders of the carpets in the paintings of this period are
usually wide with no minute and intricate work. The flowers and leaves are distinct for
their large size. In early eighteenth century the carpets with leaves and flowers of smaller
size started appearing in Pahari paintings. Later when Guler Kangra style became popular
motifs like buti enclosed by decorative squarish or circular were commonly used in the
carpets.
Depiction of the Horizon and Clouds:
A narrow strip of sky at the top in a Basohli paintings is a distinct and a common feature
of these paintings. In a small strip both the blue sky and the white clouds are depicted.
In Guler paintings of mid eighteenth century we see that the horizon is depicted in an
altogether different manner. It is not shown as a narrow strip. The top part of the strip is
shown in a deep blue and in between the background and the sky a wash of white is given
laying the white pigment in a graduated manner. The colour of the background and the
sky in this process merge in a naturalistic manner. This kind of work is not seen in
Basohli paintings.
In a Guler style painting, “the approaching storm” in the British Museum, the clouds are
done in a naturalistic manner. The entire space is firstly given a coat of light blue. In view
of the white priming, only a diluted blue is used and while the surface was wet, the
depiction of clouds in the white or in different tones of the grey is undertaken. All the
pigments merge imperceptibly creating an impression of a realistic kind of work.
In the Kangra style paintings clouds are also depicted in a different manner. The rising
clouds are enclosed by outlines drawn in white or sometimes in gold. In order to lend
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volume to the clouds white of different consistencies is used and also some shading in
grey is done over the clouds. In some Pahari paintings one sees the depiction of rainfall.
In the Basohli style paintings it is shown in dotted straight lines while in the paintings of
the Guler – Kangra style rainfall is shown through fine oblique lines.
Borders of Kangra Paintings
The Pahari miniature paintings of the eighteenth and nineteenth centuries like those from
other parts of north India are enclosed by decorative borders. In the early period paintings
from this hilly region the borders are generally painted in monochrome and mostly in red
(cinnabar). In few paintings the use of yellow (orpiment) is also seen. In the later
medieval paintings, including the Shimla museum Devi Mahatmya manuscript, a dull
yellow (kacha pilla) had been used for the plain borders of the picture, which goes well
with the painting. In the paintings showing Raja Jagat Singh of Nurpur (1619-46)
worshipping Vishnu Lakshmi, birds are also shown in the borders along with floral
decoration.
In the Guler style paintings one notices that the border is painted in mixed dark blue
colour. In some paintings, as the portrait of Raja Dalip Singh of Guler (1695-1741) in the
collection of the Bhuri Singh Museum, Chamba, the border is provided on three sides
only. It is painted in dark blue on which ornamentation (floral work) is done with gold
pigment.
The later Guler and the Kangra style paintings in general have double border – the inner
one is ornamented and the outer is simple and plain. Several types of border decorations
are seen.
(J)

Uniqueness:
The Kangra painters made use of pure colours, like yellow, red and blue and these have
retained their brilliance, even after two hundred years. Many unfinished sketches are to
be had in which the names of colours to be employed are indicated on the sketch.
Sketches were often preserved as hairlooms, and used for fresh commissions with a few
modifications.
The uniqueness of Kangra Paintings lies in the unique use of lines and fresh colours
extracted locally from stones, vegetables and natural.
As eminent Art historian, Coomaraswamy has rightly said, “Vigorous archaic outline is
the basis of its language”. Kangra paintings know no perspective, but the wonderful
glowing colours and delicate line work more than compensate for this deficiency.
The human figures, particularly of women, were mostly drawn from memory and this
explains the similarity of female faces with Gazelle like eyes, straight nose and rounded
chins. Each artist evolved his own formula for the portrayal of faces, and though the
names of artists may not be written on paintings, it is possible to identify the work of
individual artists. Almost all the faces are drawn in profile. Perhaps it was easier to do so,
but it may be that the beautifully chiseled features of Kangra women are more effectively
portrayed in this manner.
Kangra paintings till recently are regarded as anonymous. Recent research has revealed
the names of a number of artists. Manaku & Nainsukh were artists of outstanding ability.
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Kama, Nikka, Ranjha and Gaudhu, sons of Nainsukh, were also well known artists.
The central theme of Kangra Paintings is love and its sentiments are expressed in lyrical
style full of rhythm, grace and beauty. The recurring theme of Kangra Paintings, whether
it portrays one of six seasons or modes of music, Krishna & Radha or Shiva and Parvati
is the love of men for women and of women for men. In Kangra Paintings the beauty of
women comes first and all else is secondary. It is her charms that are reflected in the
landscape of Kangra Valley.
Kangra paintings saw a distinctive focus on the feminine beauty and this is clearly seen in
their depiction of women in the paintings. The rendering of expression of different moods
of the women is incomparable and magnificent and which is not seen in many of the
painting styles of different regions.
M.S. Randhawa adds that, “The figures are now more animated, the line more nervous
and fluent, the resurge of physical charm is deliberate, women are willowy and slender,
their eyes very long and curved, and the deep-dyed fingers are delicate and tapering.”
Another distinctive feature of Kangra Paintings is the uniquely beautiful landscape of the
Kangra valley that was depicted in the paintings. The artists drew inspiration from the
beauty of the landscape and used elements of dense greenery, undulating mountains, the
rivers, the dark clouds before storms, the heavy downpour of rainfall and the brilliant
work of light.
K)

Inspection Body
In order to deal with issues of counterfeiting of Kangra Paintings (GI products) the
following inspection body has been constituted (approved by the Govt.):
1. The Director, Department of Industries, Himachal Pradesh.
2. The Director, Department of Language & Culture, Himachal Pradesh.
3. The Curator, State Museum, Shimla, Himachal Pradesh.
4. The Curator, Dharmshala Museum, District: Kangra, Himachal Pradesh
5. The Curator, Bhuri Singh Museum, District: Chamba, Himachal Pradesh
6. Chairperson, Department of Visual Arts, Himachal Pradesh University, Shimla.
7. Co-founder Thangde Gatsal, Arts Studio & School, Traditional Tibetan Painting
Studio.
8. Expert, Kangra Paintings.
9. Expert, Kangra Paintings
10. One representative of Kangra Arts Promotion Society (KAPS)

L)

Others:
The western Himalayas are rich in legends, rituals, ceremonies and folklore, which have
endured through the centuries on account of their isolation, and dominate the whole
social life of people. The folk songs of Kangra are known for their poetic charm. Their
themes are religious as well as romantic. Some songs are in praise of lord Shiva, Rama
and the local gods and goddesses, while others sing of love of Radha and Krishna. Some
of the songs praise the sheep, and narrate the charm of the meadows, the mountains, the
moonlit nights and the clear dawns. The singers express their gratitude to God for the
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green grass, the cool water of the streams and the music of the bubbling springs. They are
rich in symbolism derived from nature.
With song go folk dances which are a living tradition in the hills. They are generally
performed during festivals which are celebrated in the flower filled Himalayan valleys
after the harvesting season. They also form a part of the worship of village deity. They
reflect the joy of community life and are spontaneous performance, with no previous
rehearsal or preparation. The green meadows and open spaces provide the stage, and the
spectators are their own kith and kin.
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Advertised under Rule 41 (1) of Geographical Indications of Goods (Registration & Protection)
Rules, 2002 in the Geographical Indications Journal 55 dated 29th November 2013
G.I. APPLICATION NUMBER – 385
Application Date: 03-08-2013
Application is made by Dr. Panjabrao Deshmukh Kirshi Vidyapeeth, Department of
Horticulture, Post Office: Krishi Nagar, Akola – 444 104, Maharashtra, India for Registration in
Part A of the Register of Nagpur Orange under Application No. 385 in respect of Orange
(Horticultural Product) 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

:

Dr. Panjabrao Deshmukh Kirshi Vidyapeeth,

B)

Address

:

Dr. Panjabrao Deshmukh Kirshi Vidyapeeth,
Department of Horticulture, Post Office: Krishi
Nagar, Akola – 444 104, Maharashtra, India

C)

Type of goods

:

Class – 31 - Orange (Horticultural Product)

D)

Specification:




Nagpur Orange is described as oranges cultivated in the Nagpur & Vidharbha region
of Maharashtra and some parts in adjoining regions of Madhya Pradesh.
Nagpur Oranges are medium sized, oblate in shape, with yellowish green to orange
colour skin, which is easily peelable, rind thin, fine texture, good flavour and taste.
The pulp is tender, saffron or orange coloured, with excellent blend of sugar-acid.
Nagpur Oranges differ from other oranges due to growth habit, physical-chemical
properties and taste. Composition of mature Nagpur Orange / Mandarin is mentioned
as below:
Composition
Average weight of fruit (g)
Peel (g)
Juice (g)
Pomace (g)
TSS (0 Brix)
Acidity (As anhydrous citric acid ) (%)
Essential oil (%) (v/w)
Pectin (%) (fresh wt. basis)
Ascorbic acid (mg / 100 ml juice)

E)

Nagpur Orange
Mirg Bahar
Ambia Bahar
100
125
27
20
45
55
28
25
11-14
8-10
0.3
0.5
2.2
3.1
4.5
3.5
35.0
33.6

Name of the Geographical Indication:
NAGPUR ORANGE
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F)

Description of the goods:
Nagpur Orange is described as oranges cultivated in the Nagpur & Vidharbha region of
Maharashtra and some parts in adjoining regions of Madhya Pradesh.
The botanical name of Nagpur Orange is Citrus reticulate Blanco,
Botanical description of Nagpur Orange is:
Kingdom:
Division:
Class:
Subclass:
Order:
Family:
Genus:
Species:

Plantae
Magnoliophyta
Magnoliopsida
Rosidae
Sapindales
Rutaceae
Citrus
Reticulata

Additional Details:
Tree:

The tree is medium, vigorous, moderately spreading,
spineless with compact foliage.

Inflorescence:

Auxiliary flower buds developed later than terminal
flower bud and at time when shoots are about 1 cm
long.

Flowering:

Flowers are hermaphrodite; white in colour, arise
singly or clusters Flowering time June – July (Mrig
Bahar) January – February (Ambia Bahar).

Fruiting and Harvesting Fruit matures in February – April (Mrig Bahar) and
time:
October – December (Ambia Bahar).
Fruit and fruit quality:

Fruit medium size, subglobose in shape, colour is not
uniform but generally cadmium. Surface is smooth,
glossy; base is slightly drawn out and warty with
glandular furrows; rind thin, soft, adherence slight;
segments 10 - 11; rag little; pulp vesicles uniformly
saffron coloured, texture is fine and tender, flavour
excellent, juice abundant; saffron yellow, sweetness
and acidity well blended seeds few 6 – 7.

Root:

Tap root system, it goes upto 1 – 2.5 m. with plenty
of fibrous roots.

Stem:

Cylindrical, thin, bark greyish black.

Branching:

Profuse branching starts at a height of 1 – 2 m. from
base. With narrow angle, spirally arranged on main
stem.
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Leaf:

Leaves narrowly lanceolate with distinct veins,
petioles slightly margined, articulated.

Seed:

Seeds are small beaked, cotyledon green and
polembryonic.

Yield:

Fruit yield 700 – 1200 fruit per tree per year 7 years
onwards.

Chemical compositions of Nagpur Orange
(Per 100g of edible portion)
Moisture
Protein
Fat
Fibre
Ash
Calcium
Phosphorus
Iron
Carotene
Thiamine
Riboflavin
Niacin
Ascorbic Acid

82.6 - 90.2 g
0.61 - 0.215 g
0.05 - 0.32 g
0.3 - 0.7 g
0.29 - 0.54 g
25.0 - 46.8 mg
11.7 - 23.4 mg
0.17 - 0.62 mg
0.013 - 0.175 mg
o.048 - 0.128 mg
0.014 - 0.041 mg
0.199 - 0.38 mg
13.3 - 54.4 mg

Nutritional facts about Nagpur Orange:
Energy (kcal)
Fabric content (g)
Ascorbic acid (mg)
Folate (mcg)
Potassium
G)

62
3.1
70
40
237

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

56 :

Nagpur Orange are cultivated in the Nagpur & Vidharbha region of Maharashtra and
some parts in adjoining regions of Madhya Pradesh in black clay soils (Entisol, Inceptisol
and Vertisol) under hot sub-humid tropical climate.
Nagpur Orange is grown in Nagpur, Wardha, Amravathi, Yavatmal, Washim, Buldana,
Jalgaon, Aurangabad, Jalna, Prabhani, Beed, Ahmadnagar, Usmanabad, Akola, Gondia,
Chandrapur, Gadchiroli and Bhandara districts of Maharashtra and Betul, Khandwa,
Chhindwara, Seoni Districts of Madhya Pradesh.
H)

Proof of origin (Historical records) :
Nagpur Orange is grown since last 250 years in Vidarbha. Raje Raghoji Bhosle brought it
from Aurangabad to Nagpur in 18th Century.
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I)

Method of Production:
A. Selection of Site :
 Orchard: Soil should be well drained and of shallow or medium depth. Deep
heavy soil having more than 60% clay contents is not suitable for citrus
plantation.
National Research centre for citrus Nagpur has prescribed threshold values of
soil properties for optimum productivity of Nagpur oranges.
Thresholds of soil properties for optimum productivity of Nagpur mandarin.
Properties
Soil Ph(1:2.5)
Soil EC (dS/m)
Free CaCO3 (%)
Mechanical Composition (%)
Sand
Silt
Clay
Water soluble cations (mg / L)
Ca2+
Mg2+
Na+
K+
Exchangeable cations (cmol (p+) kg)
Ca2+
Mg2+
Na+
K+
Cation exchange capacity (cmol(p+) / kg)
Fertility status (mg / kg)
Available N
Available P
Available K
Available Fe
Available Mn
Available Cu
Available Zn
Optimum yield (tons/ha)


Optimum Value
7.6
0.22
11.8
25.5
28.1
46.4
171.15
52.15
1.1
2.10
25.60
10.20
1.40
5.20
42.41
118.10
10.20
220.15
14.08
10.50
2.20
1.02
11.50-13.25

Nursery: Nursery should be located at least 500 meters away preferably on
western side of the orchard to minimize incidence of insect pests and diseases.

B. Raising of citrus nursery:


Sowing of Rootstocks seeds
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proportion (1:1:1) for filling of trays in primary nursery and polythene bags
in secondary nursery. Before it is used for filling the bags / trays the potting
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mixture should be solarised. For solarisation, it is spread on the concrete
platform in 4” thick layer in the month of April – May, sufficiently
moistened with water, then covered fully with the white polythene sheet,
sealing its edges with soil . Then it should be left undisturbed for 1 ½ to 2
months in the hot sun for solarisation.





Only certified seeds of rootstocks should be used.



Shade dried medium size, bold seeds of rootstocks should be treated with
vitavax or Thiram (@ 3g / kg seed) and sown on the raised beds or in
plastic trays during September – October.



Stagnation of water in beds should be avoided otherwise roots of young
plants may start rooting.



Uniform seeding of medium height only be discarding either vigorous or
the weak and dwarf ones while transferring to secondary nursery. Plants
having hooked or bent roots should be discarded.

Budding





Bud sticks should be used from the authorized and certified source only.
Bud sticks should be drawn from the last years flush, the stick should have
pencil thickness, roundish and having whitish longitudinal streaks on it.
Bud stick should not be drawn from rubbery wood or Kikarpani plants.
Budding should be performed at 10” – 12” height on the rootstock seedling.

C. Orchard Establishment




Pits Size


Pits for planting should be 2’6” x 2’6” x 2’6” (75 x 75 x 75 cm) size and
spaced at 6 x 6 m distance.



To avoid soil borne fungi or nematodes soil of roots should be removed.
Pre – planting treatment for budding




Roots of budling should be dipped in the solution of metalaxyl MZ72 2.75
g + carbendazim 1 g/1 water for 10 – 15 minutes before planting.

Planting of budding


While planting care should be take that rootstock union remains at least 6”
above ground.

D. Manure and Fertiliser Application
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Nitrogen containing fertilisers should be applied in three equal splits in January,
July and November months; phosphorus containing fertilisers in two splits in
January and July months and potassium containing fertilizers may be applied as
singly dose in January.
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Fertiliser Doses:
Fertilisers
I Year

Age of Tree
II Year III year
IV year and above

Nitrogen

150

300

450

600

Phosphorus

50

100

150

200

Potassium

25

50

75

100

As far as possible, 1/3rd of the dose of N may be given through farm yard manure/
compost, oil cakes etc.


Leaf Sampling
For correct diagnosis of nutritional status use of correct sampling technique is
very important. For this, it is important to know as to how many leaves, when,
from which part of the plant and from how many trees should be sampled.
In case of Ambia Bahar, 5 - 6 month old leaves in Aug - Oct and for Mrig Bahar,
6 - 8 months old leaves in December and February should be sampled. As far as
possible, 2nd, 3rd or 4th leaf should be picked from the tip of the non – bearing
shoot, preferably at 1.5 – 2 m above the ground should be sampled.

E. Drip Irrigation
With the help of drip system of irrigation required quantity of water can be
provided right at the feeder root system. Similarly, water soluble fertilizers and
micro – nutrients also can be given through drip system. Water requirement of
irrigation depends upon age of the tree and season of the year (Table 1). Mulching
with drip irrigation maintains moisture in soil for longer period.
Table 1. Water requirement of Nagpur Orange (litres / day / tree)
Month

Age of the tree (years)
1
2
3
4
7
15
22
30
January
20
30
40
February 9
12
26
40
53
March
14
29
43
63
April
17
34
52
74
May
11
22
34
48
June
8
18
26
41
July
7
14
23
34
August
15
25
36
September 8
9
17
27
40
October
15
25
36
November 8
11
19
24
December 6
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5
44
60
78
87
102
67
56
42
45
52
45
35

6
62
82
109
123
143
95
79
60
65
79
63
49

7
72
96
127
143
166
110
92
70
76
92
74
57

8
82
101
145
163
188
126
105
80
87
105
85
65

9
92
121
163
183
211
142
118
90
98
118
96
73

>10
102
137
181
204
235
157
131
100
108
131
150
82
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F. Weed Control:
For effective and economic control of mono and dicotyledonous weeds, preemergence weedicides diuron 3 kg or simazin 4 kg/ha at the end of May and 120 days
thereafter should be done. For post-emergence weed control glyphosate @ 4 1/ha or
paraquat @ 2 1/ha when sprayed preferably on weeds before flowering give very
good control.
G. Fruit Drop
Fruit drop in citrus is of serious in nature which occurs at least twice i.e. first when
the fruits are little more than the marble size and second when the fruits are fully
developed or at the time of colour break. This drop is very serious in ambia bahar
crop which is called as pre-harvest fruit drop and is important from economics point
of view to the orchardists.
To control fruit drop that occurs after fruit set, two foliar Sprays of either 2,4-D or
GA3 at 15ppm + urea 1% at and benomyl or carbendazim 0.1% at monthly interval
in April – May are recommended. Same spray concentration is recommended for
controlling pre- harvest drop in the months of September and October. 2.4-D and
GA3 may be dissolved earlier in little quantity (30 - 40 ml for 1g) of some organic
solvent such as alcohol or acetone before making spray solution.
H. Blossoming in Nagpur Oranges










Nagpur oranges bloom twice in a year. The flush that comes in the month of
January – February is called Ambia Bahar (The name is taken from the period
when mango also have a bloom in January – February in Vidarbha region. In local
language, mango is called ‘Amba’ hence the name ‘Ambia Bahar’).
The fruit from this flush would be available in the months of November –
December.
Because of the lower temperature during fruits maturity period of Ambia Bahar,
these fruits are somewhat sour compared to the fruits of Mrig Bahar.
But these fruits escape the possible damage from hailstorms, which may come in
the following months of January to March and thus, there is certainty of getting
fruit yields from Ambia Bahar.
Because of this certainty of getting yield, farmers prefer Ambia Bahar.
As the development of the fruit of Ambia Bahar continues throughout the summer
months, assured supply of irrigation water must be there if Ambia Bahar is
preferred. The bloom that comes in June - July (i.e., after ‘Mrig Nakshatra’) is
called ‘Mrig Bahar’ and the fruits of this bloom would be available in the months
of February – March.
This is the beginning of the summer months and therefore, there is heavy demand
and naturally higher price for this crop.
Because of clear sunshine and better atmospheric conditions, the development of
the fruits continues in an uninterrupted manner resulting in better quality and
sweeter fruits than the fruits of Ambia Bahar.
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J)

Uniqueness:
1) The surface of the Nagpur Orange / Nagpur Mandarin is smooth and glossy.
2) Nagpur Orange is considered as one of the best mandarin of the world because of its
attractive colour, pleasant flavour and good taste. The pulp / juice colour is saffron.
3) The base (stalk end) of Nagpur Orange / Nagpur Mandarin is slightly drawn out.
4) The rind of Nagpur Orange / Nagpur Mandarin is thin and separated very easily.
5) Nagpur Orange is commonly thought of as a good source of vitamin C, it also contain
an impressive list of other essential nutrients, including both glycaemic and nonglycaemic carbohydrate (sugars and fibre), potassium, folate, calcium, thiamin,
niacin, vitamin B 6, phosphorus, magnesium, copper riboflavin, pantothenic acid and
a variety of phytochemicals.
6) The number of segment is 10 – 11 and the number of seeds per fruit is 6 – 8.

K)

Inspection Body:
Inspection Body for ensuring the standards, quality and specification of the Nagpur
Orange:
(i)
(ii)

One (1) Member from National Research Centre For Citrus, Nagpur;
One (1) Member from National Academy of Agricultural Research Management
(NAARM), Hyderabad;
(iii) One (1) Member from Indian Society of Citriculture, Nagpur;
(iv) One (1) Representative form the producer group of Nagpur Orange viz.,
‘Maharashtra State Orange Growers Association’;
(v) Two (2) Members from Dr. Panjabrao Deshmukh Krishi Vidyapeeth, Nagpur;
(vi) Three (3) farmers of Nagpur Orange from the Vidarbha Region of Maharashtra.
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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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