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ABSTRACT 

 

In a globalised world of mass-produced low-cost goods and an ever-increasing wealth 

divide, arts and culture remain a highly successful development tool and a critical factor in 

maintaining a thriving society. This minor thesis explores the role artisans play in the 

retention of culture and their impact on achieving the development targets of the United 

Nations Millennium Development Goals (MDGs).  

 

Artisan handicrafts serve a significant role in culture and society around the world. 

Creative industries directly contribute to community empowerment, the preservation of 

culture and economic progress. Respected artisan crafts have been negatively affected 

within the changing globalised world of monocultural mass-produced products. However 

with new technology and ever-increasing interconnectedness, artisan wares have now 

evolved and been revitalised into polycultural products with new overseas export markets. 

 

Besides the crucial retention of their distinct culture, artisan production also achieves 

culturally relevant productive employment, adds to gender equality through a wider 

participation and helps support a rise in the level of education and community health. In 

the face of globalisation, whether intentional or not, these valuable activities are also 

moving their communities toward achieving the targeted aims of the MDGs.  

 

Though ethical crafts are marketed as being ‘fair’ with favourable rewards for the artisan 

and their community, the trading relationship still favours the fickle consumer who holds 

the choice of purchase. Consumer confusion and uncertainty is being used by 

multinational companies to ‘fair-wash’ their products with clever marketing and new 
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‘certifications’ undermining the aims of the MDGs. This commodification of poverty fails to 

acknowledge the core issues and instead encourages the continuation of unequitable 

consumption. 

 

The motivation of my research was to demonstrate that the production and promotion of 

cultural products is integral to the success of the MDGs. The United Nations benchmarks 

have become the international criteria for successful development projects and have 

undervalued the creative industries by excluding them in strategic implementation. I 

support my research of creative development through a case study of the Better World 

Arts.  

 

The Better World Arts is a privately run social enterprise that through the medium of art 

and culture directly contributes to the targeted aims of the Millennium Development Goals. 

My research approach conducted a specific case study of the Better World Arts 

collaboration involving Indigenous Australian artists and Tibetan refugee carpet weavers in 

Nepal. Both creative communities are using art and culture to overcome social issues and 

economic barriers. They produce artwork serving as a discourse of their strong 

identification with the land while funding community services that challenge their physical 

displacement and cultural disempowerment. Their cross-cultural product range uses an 

innovative creative approach to transform Australian Indigenous fine art into everyday 

living products and provides important exposure of Indigenous Anangu cultural heritage to 

a wider clientele. Better World Arts operates with an ethical, transparent business model 

incorporating the advocacy of social issues and wellbeing.    
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The Art of Crafting a Better World 

 

 

Introduction 

 ‘Artisans are not going to disappear in the new millennium and neither will their 

contributions to our daily lives and culture. The time has come to rethink their position’ 

(Morris 1996, p.150). 

 

Sustainable economic development encompasses more than just gross domestic product. 

International development projects often focus on governance, healthcare, infrastructure, 

education, gender equality and economic development. In the context of development and 

the United Nations Millennium Goals, the promotion of art and culture can also be used as 

a successful development tool. 

 

In this minor thesis I will be discussing the benefits of artisan production: 

• As a development tool  

• As a significant factor in the success of the United Nations Millennium Goals 

• How global artisans, once negatively affected, are now benefiting from globalisation 

through digital technology 

• Art can fund community social needs projects 

• Cementing of culture through handicraft production 
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My perspective: 

• Art and cultural products are essential for continuing culture 

• Cultural industries can directly contribute to the achievement of the Millennium 

Development Goals  

• Artisan products provide a culturally relevant income source 

• Handicraft production can contribute to gender equality 

• Significant cultural loss would undermine the Millennium Development Goals 

• Even with ethical ‘Fairtrade’ certifications, an unequal relationship between 

producer and consumer still remains 

• Abstract product certifications gloss over poverty’s externality issues 

 

My minor thesis research centres on the importance of art and culture in achieving the 

targets of the United Nations Millennium Development Goals. Some development 

professionals are ambivalent toward handicrafts being a development tool. They view 

traditional crafts as gendered and irrelevant to the United Nations Millennium Development 

Goals (MDGs) projected ideals of gender equality. I believe the scepticism overlooks the 

positive ways that artisan products can strengthen culture, provide income and achieve 

the aim to end poverty. Artisan products directly contribute to Goals 1, 3 and 8.  

 

United Nations Millennium Development Goals  

1. End Poverty and Hunger 

2. Universal Education 

3. Gender Equality 

4. Child Health 

5. Maternal Health 
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6. Combat HIV/AIDS 

7. Environmental Sustainability 

8. Global Partnerships 

 (Millennium Development Goals 2000, <http://www.un.org/millenniumgoals>). 

 

My motivation for researching the promotion of traditional, cultural handicrafts within the 

global market is the recognition that creative initiative has the power to transform lives and 

provide income-earning opportunities to marginalised people through the arts. My 

professional background is visual art and glass design. I have worked in various countries 

and have volunteered for and visited numerous productive fair trade co-operatives in India, 

Nepal, Cambodia, Costa Rica, Guatemala and Australia. I have also worked as a Store 

Manager for Oxfam Shop for a number of years and understand the demand for cultural 

products to be attractive and saleable to a western market.  

 

In many cultures and socio-economic groups, critics of artisans believe that industrial and 

‘service’ employment are the preferred methods of economic progress. Government 

policies replace artisans with industrial workers, as traditional artisans are perceived as 

uneducated and unable to gain employment in ‘real’ jobs. However I believe that the social 

and cultural advantages of a healthy artisan industry are extensive. Women have 

traditionally multi-tasked the responsibilities of house and childbearing duties with 

handicraft production and earning an income. No matter how small the monetary value, 

handicraft sales still lead to economic development and personal empowerment. Being 

self-employed or working with a cooperative has many advantages over factory labour, 

with flexible hours, minimal start up capital and the freedom to work from home.  
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Not every handicraft development project has been financially successful, often due to 

unsuitable products and lack of market access. Traditional products often need to be 

tailored to Western designs. Importing and transportation costs need to be factored into 

the retail price, which may influence the saleability of the product. In my experience, 

beautiful, well-crafted though fragile items can often be damaged during transportation. 

Traditional crafts can also encounter an apathetic customer audience, who while 

appreciating the product, have no inclination to purchase due to cultural and design 

factors. It is crucial that retail markets are thoroughly researched and projects properly 

managed to increase the chance of success. The artisan projects that have flourished 

within the global bourgeois markets have achieved success on many different levels and 

should be further acknowledged and endorsed.  

 

Chapter one will discuss globalisation and the demise of the traditional artisan through the 

global influx of mass-produced goods. The culture of consumption and how ethical trade 

became an alternate concept will also be scrutinized. While supporting the standards of 

Fairtrade I critically examine the increase of abstract certifications as the new business 

requirement. I complete this section with conformation of the significance of arts and 

culture by illustrating their direct assistance in the attainment of the MDGs. The literature 

review in chapter two details the effects that globalisation and cheap mass-produced 

goods has had on traditional artisans and reviews the power relationship between the 

producer and the consumer. 

 

My contribution to the area of research is a case study, in chapter three, of the Better 

World Arts cross-cultural project involving Anangu Indigenous Australians and Tibetan 

Refugees in Nepal. These workshops were chosen because while producing collaborative 
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products they also face similar social disadvantages of land displacement, cultural 

disempowerment and a lack of education and employment opportunities. Within their 

successful business practice, both the Australian and Tibetan workshops are also 

inadvertently achieving the targets of the MDGs. Both workshops support social services 

for their communities and through the sale of artisan goods they aim to achieve the 

eradication of poverty and establishment of gender equality. The key propositions of my 

research are found in chapter four, addressed with respect to the MDGs. 

 

 

 

    

Angkatji Nola Tiger   

Tjukurpa Creation Story 

Original Painting (left) and Hand-knotted Tibetan Carpet (right).  

Courtesy of Better World Arts 
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Chapter 1  

Global consumerist trends and the demise of the traditional artisan 

‘Why is it that marginal producers like artisans are brought into the world of competitive 

entrepreneurialism for their survival? Certain crafts are highly desirable, yet the national 

and global markets for most crafts are fickle and fashion driven, dominated by the buyers 

from large department stores in the global North or else powerful local middlemen at the 

point of production’ (Scrase 2010, p.6). 

 

The intent of this minor thesis will demonstrate that the production and promotion of 

cultural products is integral for the successful achievement of the United Nations 

Millennium Development Goals (MDGs). I will argue the importance of art and craft in the 

preservation of traditional cultures and its ability to provide a sustainable, culturally 

relevant income source. I will be discussing how directly and indirectly art and crafts 

production contributes to many of the MDGs targets, which has been set as the global 

benchmark of development.  

 

I do not intend to argue whether globalisation is fundamentally ‘good’ or ‘bad’ but rather 

reflect on the effects and consequences that globalised trade, a greater global 

interconnectedness and the global bourgeois obsession with the consumption of cheap 

goods has had on traditional artisans. It is also beyond the scope of the paper to argue 

about the differences between craft and art or diminishing the worth of one over another. 

This bourgeois argument has been overused and I have no intention to add to the 

dialogue. Artists and craft-persons do have different levels of conceptual dialogue, 

technical skill, aesthetics and functionality and both are facing the same dilemmas in a 

post-industrial world that undervalues their creative and technical worth.  These include 
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decreasing employment opportunities, diminishing cultural value of their creations and the 

relevance of these traditional products within a technological world. The case study of 

Better World Arts cross-cultural products juxtaposes the best of arts and crafts and so I will 

be referring to both creative endeavours as one throughout this thesis.  

 

Kevin Watkins dismissed the current globalisation debates and confirms by view in the 

2002 report launching Oxfam Internationals ‘Make Trade Fair’ campaign in writing ‘The 

endless arguments over whether globalisation is inherently good or bad for poor people 

are not helpful terms on which to conduct dialogue about an issue (trade) of such profound 

importance’ (Watkins 2002, p.22). A neutral outlook regarding globalisation may be 

defined as ‘the widening, deepening and speeding up of worldwide interconnectedness in 

all aspects of contemporary social life, from the cultural to the criminal, the financial to the 

spiritual’ (Crocker 2008, p.43). This interconnectedness of global trade has brought an 

extensive array of affordable products to the global bourgeois consumer. Low cost 

products made by low paid factory workers in developing countries are fuelling the 

conspicuous consumption of the Western consumer who is more concerned about price, 

fashion and quantity than where and by whom the products are made. 

 

Typically, mass consumption goods are produced in factories, in developing countries that 

are Western owned and do not have to contribute to local tax or comply with 

environmental regulations. When the positive effects of development cause wages to rise, 

the production will transfer to another country with low cost advantage and greater profit 

potential. This satisfies customer low-cost demand and ignores employee’s needs (Azuma 

& Fernie 2003). Brazilian Professor Ungar states it clearly ‘Things and money are free to 
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roam the world, yet labour is locked into its own country; it’s called economic freedom’ 

(Ungar cited in Brown 2006, p.83).   

 

With an increasing globalised culture and cheaper mass-produced products, the demand 

for locally made and culturally relevant items has decreased. Transnational companies 

and the global media are promoting global monocultural trends to encourage the purchase 

of their goods. Many traditional crafts have become defunct with industrialisation and the 

flood of cheaper imports into their local markets. Utilitarian items once made from pottery 

are now plastic and mass-produced clothes have replaced locally made fashions. 

Traditional, highly skilled artisans, who have passed down their intricate and highly skilled 

crafts for generations, are now finding themselves out of work due to industrial methods of 

production (Chalmers 2003). 

 

Certified Approval of Ethical Consumption 

Preoccupation with ostentatious goods consumption is heavily encouraged in global 

advertising media and is projected as being ‘normal’. However, within the global 

consumerism obsession the rise of the ethical consumer or ‘humanitarian capitalism’ was 

born. Consumers became increasingly aware of production issues such as child, trafficked 

and sweatshop labour (Scrase 2010). Consumers have become discerning with increased 

communication technology, developing a greater awareness of where and under what 

circumstances products were made. ‘Almost everything we buy, after all, is the product of 

some other person’s suffering and miserably underpaid labour’  (Ehrenreich cited in Brown 

2006, p.69) 
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The Fair Trade grassroots movement became a response to the effects of gross 

consumption and the impact of low cost production on the producer.  

Fair Trade has become an alternate approach to the Free Trade model that is manipulated 

to increasingly benefit the rich and global corporations. The Fair Trade, ‘green’ and 

‘sustainable living’ movements were precursors to the ethical paradigms of Corporate 

Social Responsibility (CSR). The one word ‘Fairtrade’ refers only to Fair Trade certified 

goods under the Fairtrade Labelling Organization (FLO), Fair Trade is a more general term 

for the movement rather than any ethical goods not certified (Neyland, 2008). 

 

The certification standards of Fairtrade are worth noting, as they are the culmination of the 

ethical trade advocacy movement. The definition of Fair Trade as set by FINE, the joint 

organization consisting of the Fair Trade Labelling Organizations (FLO), International Fair 

Trade Associations (IFAT), Network of European Worldshops (NEWs) and European Fair 

Trade Association (EFTA), in 2001 is: ‘A trading partnership, based on dialogue, 

transparency, and respect, that seeks greater equity in international trade. It contributes to 

sustainable development by offering better trading conditions to, and securing the rights 

of, marginalized producers and workers- especially in the South. Fair Trade organizations 

(backed by consumers) are engaged actively in supporting producers, awareness raising 

and in campaigning for changes in the rules and practice of international trade’ (FINE cited 

in Wills 2006, p.10) 
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The Fairtrade standards correspond to three specific areas: social development, economic 

development and environmental development. 

• Ensure a guaranteed Fairtrade minimum price which is agreed with producers 

• Provide an additional Fairtrade premium which can be invested in projects that 

enhance social, economic and environmental development 

• Enable pre-financing for producers who require it 

• Emphasize the idea of partnership between trade partners 

• Facilitate mutually beneficial long-term trading relationships 

• Set clear minimum and progressive criteria to ensure that the conditions for the 

production and trade of a product are socially and economically fair and 

environmentally responsible 

(FTAANZ 2010 <http//:fta.org.au>) 

 

The first Fairtrade Certification Label ‘Max Havelaar’ was created in Holland in 1988 and 

spearheaded the global movement. (Ellwood 2006). The Max Havelaar Fairtrade 

Certification has now greatly expanded and is found on many commodities owned by 

global brands as an added value in the mainstream retail market. The website of the 

Australian and New Zealand Fair Trade Association (FTAANZ) boasts that in the 2008 

calendar year AUS$28 million worth of Fairtrade certified goods were purchased, up from 

AUS$18 in 2007 (FTAANZ 2010 <http//:fta.org.au>). Fairtrade was created as an 

alternative to combat global ‘Free Trade’ and has now become a global industry in itself. 
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Max Havelaar Fairtrade Certification 

Courtesy of Fair Trade Association 

 

Fair Trade has progressed through many changes, from a grassroots niche market, to 

being accepted as an option in mainstream retail chains. One change was the focus from 

small-scale indigenous craft producers to large-scale commodity brands. Fairtrade 

certification does favour larger producers with the fact that it takes time and money to gain 

Fairtrade certification of the products supply chain. This has created a situation where the 

very small-scale producers, usually of handicrafts, are feeling left out of the movement that 

they believed saw them as the starting central focus (Neyland 2006). Until the 1990’s the 

Fair Trade industry was predominately handicrafts, however since then commodities have 

dominated due to the broader customer base and turnover (Nicholls and Opal 2005). 

Currently the majority of Fairtrade certified products are food commodities like coffee, 

chocolate and tea, yet handicrafts still play a big role for the fair trade retailers. As a critical 

observation, is this growth in the Fairtrade certification of commodities due to a concern of 

empowerment for the producer or did commodities become the main Fairtrade focus as 

they are easier products to certify and market than artisan made wares? In a perfect world, 

where all products are ethically sourced, there would be no need for such certification 

distinctions. 
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‘Sustainable’, ‘green’, ‘animal friendly’, ‘ethical’ and ‘fair’ products have now become a 

huge global industry, created by the people who truly believe in the causes and also the 

businesses that see the profits. An overwhelming proliferation of abstract certifications has 

inundated increasingly confused and resistant consumers. Multinationals now comprehend 

the consumer expectation of certification standards and instead of becoming ethical and 

Fairtrade have created their own certifications, essentially ‘fair-washing’ their business.  

 

Corporate Social Responsibility theory (CSR) arose to be the new business model in the 

1990’s when John Elkington originated the term ‘triple bottom line’ and wrote The Green 

Consumer Guide, creating a fierce competition between global companies for who is the 

‘greenest’, most ‘earth friendly’, ‘ethical’ and ‘fair’ (Elkington 2004, p. 1). Essentially, CSR 

has become another paradigm within misleading advertising ‘One can only wonder how 

different the world might be if the money spent on such corporate greenwash was devoted 

instead to cleaning up production operations and improving the lives of people in the 

impacted areas’ (Korten 2001, p 293). Businesses do not become ‘responsible’ out of any 

moral standing; rather they know that the CSR industry is now worth $31.7 billion and 

growing (Worth 2007, p 4).  Clever marketing of products diverts the public’s attention 

away from the externalities involved and makes the consumer feel admirable about their 

purchases. Consumer uncertainty and confusion in discerning the differences between 

certification bodies has been highlighted in the case of Rainforest Alliance certified coffee, 

created by Mc Donald’s, whose standards are significantly different to Fairtrade (Scrase 

2010). The Rainforest Alliance certification is commonly referred to as ‘Fair Trade Lite’ and 

is a cheap certification for unethical companies to join the ethical consumer market. 

Michael Conroy noted that Rainforest Alliance had ‘little tangible impact on the actual 
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conditions under which work is done and workers are paid’ (Conroy 2007, p. 251). This 

shows that the commodification of poverty and world issues is a successful marketing tool, 

increases business profitability and continues global inequality. I believe that it is naïve to 

accept the multinationals new certifications as anything besides ‘business as usual’, 

however to the uninitiated they may all appear legitimate. CSR effectively defends western 

consumer culture and essentially encourages people to keep consuming and purchase 

more nonessential goods.  

 

Globalised Cultural Authenticity 

Essentially artisan groups that become fair/ethical traders have international markets open 

to them through the global networks that are supported by rich consumers in Western 

countries. With financial backing, businesses can grow and be marketed in ways not 

possible within local markets. Certified ethical artisan businesses are often producing for 

export, not the local market. Within the area of my research I have focused on artisan 

producers that have successfully achieved economic empowerment through export and 

enabled them to continue their craft. 

 

Non Government Organizations promote artisanary as an economic addition to agricultural 

earnings (Liebl and Roy, 2004; Niner 2008). Within these development projects, these 

producers are often unskilled and produce elementary handicrafts. From my observations 

while working at OxfamShop, the producer partners that are supported often start with 

humble beginnings and eventually support other projects like health and education in their 

communities. These craftspeople do not have total freedom with their initiatives, 

constrained by technical skill, labour, knowledge, technology and capital along with the 

whims of the marketplace. Expanding local artisan cooperatives for the international export 
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market requires a capacity that most small organizations in a development context do not 

have (Scrase 2010). Financial backing, retail knowledge, quality and environmental 

standards all need guidance and support during the manufacture stage. Designs and 

aesthetics need to be suited to the markets to maintain profitability, whereas lowering 

profit margins for greater sales is in fact counter productive. 

 

There are generally two types of artisan crafts that are traded on the international market; 

the lower priced everyday ‘quotidian crafts’ and the higher priced and rare ‘elite crafts’ 

(Scrase 2003, p.453). The quotidian crafts consist of items such as backpacks, wall 

hangings, toys and fashion items, found at a store such as the Oxfam Shop and marketed 

for mass consumption. The elite crafts are of high quality with traditional artistic merits and 

sold to the exclusive consumers who want to be thoroughly informed of the specific details 

of its production, history and community. The Better World Arts original paintings and 

carpets fall into the elite art and crafts market, however other products from the cross-

cultural range bridge into the quotidian crafts with everyday functional objects, such as the 

papier-mâché boxes. The products are successfully marketed educating the customers 

with details of the original design, stories and producer artisan workshops, providing links 

to cultural heritage and identity. 

 

When the global demand for handicraft objects increases, the quality and technical skill 

often decreases. Studies show that artisans will easily adjust to fluctuating markets and 

will make cheaper products faster when in demand in contrast to the highly skilled, more 

expensive work that they are able to produce (Scrase 2003; Liebl and Roy 2004). Tourist 

handicrafts are often a tokenistic, polycultural representation of local items specially 

reserved for religious worship and special occasions. Considering this, the increasing 
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demand for a product is not always financially rewarding. If the artisan can make a more 

highly skilled product and get paid accordingly they would be utilizing their technical skills 

along with earning a culturally relevant income.  

 

Cultural Arts and the Millennium Development Goals 

Since the creation of the United Nations Millennium Development Goals (MDGs) by 147 

international heads of state in 2000, they have been the global benchmark of development 

targets by all government and non-government organizations. The targets, deadlines and 

evaluated performance represent a consensus of international importance. The Millennium 

Declaration of 2000 secured commitment of funds, largely from developed countries, to 

achieve these stated goals by 2015. 

 

Art and crafts are relevant to development, with craft production indirectly contributing 

many of the goals and directly affecting the achievement of goals 1, 3 and 8  (Millennium 

Development Goals 2000, <http://www.un.org/millenniumgoals>).   

 

MDG Goal 1 End Poverty and Hunger 

Target 2: Achieve full and productive employment and decent work for all, including 

women and young people. 

• Deterioration of the labor market, triggered by the economic crisis, has resulted 

in a decline in employment 

• As jobs were lost, more workers have been forced into vulnerable employment 

• Since the economic crisis, more workers find themselves and their families living 

in extreme poverty 
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MDG Goal 3 Gender Equality 

Target 1: Eliminate gender disparity in primary and secondary education, preferably by 

2005, and in all levels of education no later than 2015. 

• Women are largely relegated to more vulnerable forms of employment. 

• Women are over-represented in informal employment, with its lack of benefits and 

security  

 

MDG Goal 8 Global Partnerships 

Target 2: Develop further an open, rule-based, predictable, non-discriminatory trading and 

financial system 

• Developing countries gain greater access to the markets of developed countries. 

• Least developed countries benefit most from tariff reduction, especially on their 

agricultural products. 

 

 The MDG’s represented hope in 2000, however ten years after the agreement the targets 

are set to fail. The MDG 2010 report cites ‘significant setbacks due to the 2008-2009 

economic downturn and food and energy crises’ (United Nations 2010, p.4). Donor 

countries have attributed the economic downturn for their failure of payment with only five 

countries, Denmark, Luxembourg, the Netherlands, Norway and Sweden, reaching the 

official aid target of 0.7 percent of gross national income (United Nations 2010, p.67).   

 

The lack of mention of arts and crafts in the MDG strategy has not gone unnoticed by 

Ashoke Chatterjee who wanting future support asks for ‘crafts and other cultural industries 

to be linked to the latest driving force for poverty elimination programs around the world, 
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which is the Millennium Development Goals’ (Chatterjee 2005, para. 12). This confirms my 

belief that if craft production disappeared it would undermine the MDG’s aims.  

 

The MDG’s are an attractive global benchmark of development with concrete times and 

aims, however Amir Attaran believes that unreliable conflicting data makes the targets 

progress too hard to measure (Attaran 2005). Attaran also questions the motives of the 

United Nations sponsored MDG’s time limited, quantitative goals ‘Is this to advance the 

dignity and wellbeing of people or to advance the reputation of the UN? (Attaran 2005, 

p.959). Time lines are a donor necessity with funding and uniform monitoring and 

evaluation however leaving arts and culture out of the MGD’s equations misses 

preservation of independent values and social capital.  

 

In ten years since the goals were written, policies have failed, the donations have not been 

received and fundamental parts of the development strategies have been missed. One 

missing strategy of promoting of art and preservation independent values and social 

capital affects the achievements of many goals. International institutions have not 

implemented their policies correctly and this has affected the targets overall strategies. 

The international consensus is that true development consists within the Millennium 

Development Goals but fundamentals like arts and culture are missing. My minor thesis 

case study on the Better World Arts cross-cultural products shows that prioritising social 

services, funded through artisan products, can directly contribute to the goals targets.   
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Rama Kaltu Kaltu Sampson   

Red Black White 

Original Painting (left) and Hand-knotted Tibetan Carpet (right).  

Courtesy of Better World Arts 
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Chapter 2  Literature Review 

 

Globalisation and Consumption: the Effects on Artisans 

The production of artisan crafts is universally accepted as a form of cultural expression.  

Unfortunately I believe the demand for these traditional products has been directly affected 

by globalisation. International trade in cheaper, mass-produced goods has increased 

significantly and directly impacted the viability of these products in the market place. This 

decrease in demand has not only affected the economic livelihood of these artisans and 

their communities, but has also resulted in a loss of community and cultural status. 

However it appears that with new technologies, like Internet shopping and an increasing 

global interconnectedness, these traditional arts can begin to find new overseas markets. 

In my investigations, the shift in the source of demand has dictated dramatic changes in 

the products, although they are still marketed with the promise of cultural authenticity and 

relevance.  

 

Global mass-produced goods have flooded the market meaning culturally specific artisan 

products have become expensive, non-essential items. I can see that these once highly 

valued skills and knowledge are being culturally diminished and are now considered 

redundant and useless. Liebl and Roy compare the harsh everyday realities, including the 

realities of starvation and rampant suicide, of the Indian artisan with glorified statements of 

the United Nations Educational, Scientific and Cultural Organization (UNESCO), 

trumpeting that ‘the industries of the imagination, content, knowledge, innovation and 

creation clearly are the industries of the future… they are also important contributory 

factors to employment and economic growth’ (UNSECO 1999, cited in Liebl and Roy 
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2004, p.53). The once highly respected artisans with specialized technical expertise are no 

longer able to sustain an economically viable living and are often subject to exploitation by 

middlemen who merely sell the works to a corresponding robust export market. Liebl and 

Roy (2004) suggest that the paradoxical situation of skilled artisans living in poverty while 

their wares adorn bourgeois residencies worldwide can be rectified with greater access 

and understanding of the markets.  

 

This comparison between UNESCO rhetoric and artisan reality strengthens my argument 

that artisans are an important cultural asset. Cultural industries directly and indirectly 

contribute to the success or failure of the Millennium Development Goals. The survival of 

their culture directly depends on the continuation of these skills. Every society differs in the 

way they design, craft and manufacture goods and without these traditions a huge part of 

their identity will be lost. Many development organizations now realise the potential of the 

crafts ‘intrinsic beauty, cultural meaning, (and) value as a knowledge base represent(s) a 

precious resource… that may have unrealised potential to generate viable income and to 

preserve traditional lifestyles’ (Liebl and Roy 2004, p.54). 

 

Walter Morris Jrs has written how Latin American artisan development programs have 

benefited communities through economic development, however he concludes that while 

definitely beneficial, not all programs were financially successful. Morris (1996) recognises 

the cynical views that handicraft souvenirs are occasionally viewed as maintaining cheap 

labour or akin to cultural prostitution. However he is supportive of creative industries as a 

faculty of empowerment, ‘Genuine economic improvement is impossible without social and 

cultural changes’ (Morris 1996, p. 11). Considering Morris’s opinion and unbiased 

reflections on the precariousness of handicraft production, I believe that he supports my 
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theory that creative industries can successfully contribute to the MDG’s targets. Though 

Morris wrote these statements before the MDG’s were written, he understood the 

importance of cultural productions effect on not just economic empowerment but also 

education, gender equality, health and wellbeing.  

 

Morris acknowledges that international craft production has been a major economic 

industry for women. The minimal start up capital, the ability to work from home and the 

ability to work while still undertaking childbearing and household duties enables women to 

smoothly accomplish all of their commitments. Morris sees this self determination as being 

almost enviable to Western career women ‘Considering current trends in the workplace 

like flex-time and maternity leave, crafts stand out as a thoroughly modern job alternative’ ( 

Morris 1996, p.4). Within his case studies of Latin American crafts, any economic 

improvement from ‘absolute misery’ to ‘relative poverty’ is a successful outcome, as it still 

makes a massive difference in living standards. This claim strengthens my argument of art 

being a successful development tool, not only with economic benefits but direct influence 

on gender equity and indirect effect on health and education. 

 

Tanya Korovkin (2002) has documented the rise of indigenous Quichua culture in Ecuador 

and concludes that the commoditisation and expanding crafts market amplified the 

indigenous intelligentsia. Textile factory workers began to blend cultural styles within their 

personal textiles and juxtaposing homespun cloth with cheaper European fabrics. These 

new changes in style served as an important ideological transformation, becoming a 

movement of redefining Indian identity not just for the indigenous artisans, but also for 

‘educated elites’.  This relates to my case study of the Anangu artists redefining their 

Indigenous Australian identity on functional products that appeal to a wider market 
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audience. Korovkin (2002) notes research findings as similar for the Maya communities in 

Guatemala. Guatemalan textiles are deeply embedded within their indigenous culture and 

the fair trade cooperatives have been pivotal to exporting and becoming a sustainable 

income source. Hybrid textiles, specifically produced for western consumption, such as 

table runners and bags are promoting traditional patterns while facilitating 

intergenerational skills sharing. A weaver from the fair trade Trama weaving co-operative 

in Quetzeltanango, Guatemala confirms ‘Weaving is very important to me not only 

because I can earn some money. But another important reason why we weave is so we 

don’t lose our culture. We want our weaving to continue and our designs to survive. But its 

also important that we can make money and help the family’’ (Tejiendo la Vida de 

Guatemala 2008). Polycultural handicrafts are products that have evolved away from 

traditional forms and uses, transforming into global products of desire. One such product is 

the Better World Arts cross-cultural jewellery range that takes designs from large paintings 

and incorporates them onto silver and ceramic necklaces, bracelets and earrings. The 

original painting can only sell once, unlike many items of jewellery that becomes highly 

profitable.   

 

Dr Timothy J. Scrase (2003) however views a gender disparity in handicraft production. 

His research indicates that though women often play the largest role in creating the 

product, they significantly lack control over the pricing, distribution and marketing of their 

wares. These business activities continue to be an inherently masculine task. The traits of 

obedience and dexterity that make women suited for ‘sweatshop’ factories are also 

beneficial in small-scale artisan workshops as elaborated by Beneria and Bisnath (2000). 

They argue that the gender bias in development programs specifically implemented for 

women are stereotypical micro enterprise projects that reinforce notions of femininity and 
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subordinate roles. While acknowledging that a gender bias exists within handicrafts, I do 

however believe that within a properly planned development project, specific cultural 

gender roles can be respectfully acknowledged.  

 

Scrase has written extensively on globalisation, consumerism and development with an 

interest in Asian artisan production. He argues, ‘despite the West’s fluctuating interest in 

all things ‘ethnic’, ‘traditional’ and ‘different’, the daily life of the Third World artisan remains 

one of struggle, poverty and exploitation’ (Scrase 2003, p 450). Scrase views global mass-

produced trade as intensifying the competition of craft production and that the 

‘Globalisation of production exacerbates, rather than diminishes, the marginal status of 

artisan communities’ as they are reliant on the ever-shifting tastes in fashion (Scrase 2003 

p. 449). Scrase perceives Fair Trade as a consumer trend that can only give piecemeal 

support and is critical of the effectiveness of both the government and non-government 

organizations programs. The demand and success of the artisanal goods are dictated by 

the dominant receiving country. ‘The ‘consumer as partner’ ideal is reinforced by the 

vignettes and stories accompanying many of the items for sale and serve to remind the 

consumer of how they can make a great difference to the lives of those making the goods’ 

(Scrase 2010, p.13). This confirms my previous statement that poverty and benevolence is 

being commodified into a saleable product and strengthens my claim that there is still an 

unequal relationship between the producer and consumer. It is not the ethical philosophy 

that sells the product, rather the fickle customer searching for an authentic sales 

experience.  

 

Traditional artisans have become undervalued and nonessential in the global, 

industrialised world and factory workers are regarded as more productive and beneficial in 
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the larger economy than small-scale artisan workshops. The neoliberal ‘sweatshop model’ 

of economic growth relies on big business profits to ‘trickle down’ to the financially 

struggling, disadvantaged workers. Morris Jrs statement of ‘If money was the single aim, 

sweatshops would be the model of development’ acknowledges the other development 

aims of gender equality, education and health that are not being fulfilled by the capitalistic 

‘sweatshop model’ (Morris 1996, p.22). This strengthens my claim in art as empowerment, 

however the promise and appeal of consistent work in the cities sweatshops or tax havens 

entices the artisan away from the workshops as much as the farmer from the fields. 

Without food production a society cannot eat and without creative arts cultures are 

diminished. The United Nations estimates that in India alone 30% of artisans in the last 30 

years have left their traditional work to become casual wage labourers in the informal 

economy (Scrase 2003 p. 449). Along with the allure of a dependable wage is the fact that 

the local communities markets that previously brought locally made crafts are now flooded 

with mass produced, cheaper factory made items and that raw craft materials such as 

wood have become too expensive or unavailable.  

 

My claim that unequal power relations between producers and consumers will continue as 

long as the underlying issues of poverty go unaddressed, are confirmed by Dan Imhoff. He 

argues that supporters of ethical trade artisans often find themselves ‘walking a tightrope 

between crafts and commodities’ (Imhoff, 1998, p. 76). The elaborate marketing of desired 

polycultural objects just creates more conspicuous consumption for the global bourgeois 

whose fickle fashion trends heavily affect the changing whims of the marketplace. Imhoff 

uses the disastrous over-saturation example of Guatemalan textiles in the United States in 

the 1990’s. Fashion accessories such as wallets, headbands and homewares were costed 

too cheaply and once consumer demand ceased the artisans lost their revenue source 
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altogether. One U.S. based Fairtrade organization still owed the Guatemalan cooperatives 

over US$100,000 when the products did not sell (Imhoff 1998, p.76). Imhoff sees no 

simple solutions, recommending pre-paid contracts as security for the artisans while 

acknowledging their rarity due to unguaranteed long-term markets.        

 

The unequal relationship of producer and consumer in the global markets dictate the 

nature of export wares. With little retail demand for simply traditional craft, skills are used 

to incorporate crafts into objects of western desire. Imhoff reflects on a conversation 

between a Western buyer and the project director of an artisan co-operative in Armenia 

that knits pet and teddy bear sweaters for export. The buyer thought it ironic that given the 

situation in Armenia, Americans were clothing their pets and teddy bears. However his 

comments were rebuffed, ‘Our perspective is, God Bless America. This order means the 

difference between barely surviving and earning a respectable living’ (Aram Sharembayan 

cited in Imhoff 1998, p.78). This story would be reflected in many artisan scenarios where 

they would not earn enough to purchase their own crafts. 

 

While export markets create income they do not however enable the skilled artisans to 

develop their skills (Liebl and Roy 2004). Skill development is not important to the artisan 

who is simply trying to earn an income, however I believe it is a significant cultural loss 

when these skills disappear. Dr Sara Niners research (2008) on East Timorese weavings 

elaborates that the makers are personally negatively impacted when projects, supported 

by overseas development groups, overlook creativity and degrade technical skills. Niners 

concludes that social and cultural benefits should be prioritised and that ‘Cultural nurturing 

must be seen as an important element of craft development to ensure the culture is not 

devalued and producers deskilled’ (Niner 2008, p.13). This concern of deskilling relates to 
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the issues of employment and wellbeing. Ideally culturally relevant income will allow the 

person to personally flourish with a sense of achievement in their occupation. 

 

The global bourgeois consumption of cheap mass-produced goods has turned artisan 

wares in to a ‘romantic commodification’ (Scrase 2010, p.13). My claim that conspicuous 

consumption, encouraged with an ethical certification, removes the externalities of the 

producer’s poverty and makes ethical development fashionable. Scrase elaborates Mike 

Featherstones argument that ‘the pleasure of shopping is often far greater than the 

pleasure derived from the good that is purchased’ (Featherstone 1991, cited in Scrase 

2003, p.458) one step further by saying that by ‘purchasing an artisanal commodity, the 

Western consumer is at once buying the experience of authenticity and traditionalism in a 

way that symbolically connects the commodity back to the producer’ (Scrase 2003, p.458). 

This feeling of authenticity is emphasized through the marketing of the handicrafts story 

with romanticized pictures and embellished statistics of the communities rise from poverty. 

The experience of buying ‘authentic’ goods in a mass-produced world is worth the 

increased Fair Trade market price. However Josee Johnson has critiqued Fair Trade 

shopping as ‘counter-hegemonic consumerism’ funding continued global structural 

inequality (Johnson 2002, p.39). I do agree with this statement in the respect that ethical 

consumerism is still bourgeois consumerism where the producer is still reliant on the 

consumer to purchase their goods. The marketing of ethical goods often highlights poverty 

while avoiding a serious discourse about inequalities that are yet to be addressed. 

 

Zygmunt Bauman writes about channelling the economic flow from the Western 

consumerist utopia to achieve a more equitable and fair dispersion of globalisations 

advantages ‘within the world’s dense network of global interdependence, we cannot be 
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sure of our moral innocence whenever other human beings suffer indignity, misery and 

pain. We cannot declare that we do not know, nor can we be certain that there is nothing 

we could change in our conduct that would avert or at least alleviate the sufferers fate’ 

(Bauman 2008, p.72). David Bosshart strengthens Baumans argument stating ‘Money is 

democracy’ and globalisation promises a consumer democracy where we vote with our 

purchases (Bosshart 2006, p.165). 

 

S. Setboonsang believes that ethical consumerism is the buyer’s personal involvement in 

poverty reduction and that ethical consumerism can assist the targets of the MDGs 

(Setboonsang 2008). He highlights that Fairtrade certification is having positive impacts on 

the MGDs with ensuring children’s education along with raising income. This confirms my 

perspective that cultural industries indirectly contribute to many of the goals beyond the 

scope of income generation. 

 

Internet websites have changed the method that ethical handicrafts are marketed and 

sold. Consumers and producers, once disconnected through technological differences are 

now reconnecting through technology. Scrase continues to critique the effects on artisans 

of globalised production, while looking at ethical Internet sales that make ethical 

consumerism a morally legitimate form of consumption (Scrase 2010). In the cyberspace 

context the ‘ethnic branding’, ‘authentic’ and ‘traditional’ features become paramount with 

‘Authenticity, in its various guises, has become an important delineator in the promotion 

and marketing of many Fair Trade products, whether or not they are produced in a time-

honoured and conventional way, incorporate traditional designs and materials, or 

represent the ‘essence’ of the community of artisans producing the goods’ (Scrase 2010, 

p.10).  
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Lee and Littrel (2003) confirm the web-based commerce bridging the divide between poor 

and affluent customers. The wealthy consumers that seek out traditional handicrafts are 

often attentive to world culture and global issues. This makes the information and stories 

gleaned from the websites as important as the product itself. Many ethical shoppers want 

to see information that their purchase is funding something beyond the product. Often 

Fairtrade cooperatives advertise their education or health initiatives, supporting the global 

movement towards fulfilling the MDGs.  

 

I would like to agree with Bauman 92008), Bosshart (2006) and Setboonsang (2008) who 

believe that successfully fulfilling the MDGs is as simple as ethical shopping, however I do 

not. I partially agree with the negative perspective of artisan consumption by Johnson 

(2002) and Imhoff (1998) yet I am most closely in agreement with the more encompassing 

views of Morris (1996) and Scrase (2003; 2010). They view artisan production as vital 

importance to culture and as a crucial source of income also acknowledges that obvious 

equity imbalances with production and trade still prevail. Considering the many opinions 

and arguments of globalised consumption and the effects on artisans, I believe they all 

provide clarification of how creative industries impact the achievement of the Millennium 

Development Goals. It is logical that when existing, straightforward projects at the 

grassroots level are failing, the development aims within complex international targets are 

subsequently not being fulfilled.  
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Chapter 3  Case Study 

 

The Case Study 

I specifically chose the Better World Arts as a case study because the innovative cross-

cultural projects collaboration unites artists from completely different cultures in the 

creation of aesthetic, eye-catching products. I find Better World Arts an interesting 

example not only because art and culture is the empowering development medium but 

because they are an Australian business working with Indigenous Australians who are 

facing similar social and cultural issues as their project partners overseas in developing 

countries.  

 

From the choice of Better World Arts collaborative projects in Kashmir, Nepal and Peru I 

chose the workshop in Nepal as my particular example as I recognised the similarities of 

cultural displacement and how they have a visual culture that is linked to the land and 

environment. During the research for this minor thesis I visited Better World Arts and the 

adjacent Ngura Wiru Winkiku Cultural Centre in Adelaide and the Jawalakhel Handicraft 

Centre at the Tibetan Refugee Camp in Nepal.  

 

Both communities are using their respective arts and culture as a catalyst for change; the 

effective marketing is based around the provision of human rights and economic and 

cultural freedom. Obviously all businesses strive to make a profit however money is not 

the only measure of success, with other social development goals of equal importance. My 

decision to work with Better World Arts was because these two cultures also share the 

effects and consequences of physical displacement and cultural disempowerment. Both 
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Indigenous Australians and Tibetans derive a considerable extent of their identity from 

nature and the spiritual connections with belonging to the land (Basu 2009; Morphy 1998). 

 

The Better World Arts cross-cultural collaboration has inadvertently attained many of the 

Millennium Development Goals (MDGs) targets along with their business success. Global 

Partnerships and Ending Poverty and Hunger, through economic development, are direct 

business achievements that correspond to the MDGs. Both businesses in Australia and 

Nepal have also indirectly promoted the goals of Universal Education, Gender Equality 

and Child and Maternal Health within their own education and health programs    

 

Better World Arts 

Better World Arts was created by Carolyn Wilson in 1996 as a social enterprise specifically 

working with the Anangu Indigenous Australian people. Better World Arts supports more 

than 45 Anangu artists and employs more than 6 people to undertake roles covering 

finance, project management, retail, wholesale and stock control. Prior to the creation of 

Better World Arts, director Carolyn Wilson had extensive experience as an artist and 

envisaged a creative collaboration between her contacts in Kashmir and the Kaltijiti artists 

of the Anangu Pitjantjatjara/ Yankunytjatjara Lands. The Better World Arts website states 

that their central focus is professional and economic development and that they aim to 

promote ‘Harmony, goodwill and economic links between communities across the globe’ 

(Better World Arts 2009). 

 

I spent two days, July 5th and 6th 2010, observing the everyday running of the Better World 

Arts Port Adelaide office and was able to study first hand the complexities of running the 

organization. Better World Arts is a multifaceted social entrepreneurial business whose 
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unique approach combines the income generated by the gallery, retail and wholesale to 

support the Ngura Wiru Winkiku Cultural Centre. 

 

Direct customers range from small personal shoppers to government departments that 

decorate entire floors with assorted products.  

The online shop surprisingly doesn’t create considerable sales, however this may be due 

to being dated and not consumer friendly. There are current plans to update the website, 

which in turn will positively increase Internet based interest and purchases. The updated 

website will include a wholesale section which will streamline the sales. Approximately 

25% of current Internet sales are overseas buyers.  

 

The business is located in Port Adelaide, away from main retail trade, meaning direct 

customers have specifically visited to make a purchase. This is not an issue as most 

goods are wholesaled to other retail businesses. Better World Arts wholesales their cross-

cultural projects to over 80 galleries around Australia and to a dozen international 

galleries. The onsite retail space displays the cross-cultural range of rugs, cushion covers, 

jewellery, papier-mâché boxes and bags alongside original paintings. They sell paintings 

by the Anangu artists in conjunction with Warlukurlangu- Artists of Yuendumu and Iwantja 

Arts. Both are based outside Alice Springs and in turn also sell Better World Arts objects in 

their galleries. Increased foot traffic and shop sales coincide when there is an exhibition in 

the Better World Arts Gallery. Historically anthropologists and ethnographic museums 

were the first to realise the importance of Australian Indigenous art. Up until the 1950’s 

major art galleries and collectors often overlooked these works in favour of European style 

art (Morphy 1998). 
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The cross-cultural product range is a unique collaboration between the artistic aesthetic 

designs of the Anangu and the technical craft skills of the overseas workshops. The fine 

art images of the Indigenous Australian Anangu artists are sent to the respective 

workshops in Kashmir, Nepal and Peru where they are then manufactured with integrity 

into local traditional handicrafts. Such items consist of hand-woven cushion covers, rugs 

and papier-mâché items from Kashmir, hand-woven Tibetan rugs from Nepal and Incan 

silver and ceramic jewellery from Peru. Incorporating Australian designs into the diverse 

range of functional handicrafts generates a wider clientele.  

 

 

Example of Cross- Cultural Product Range 

Courtesy of Better World Arts 

 

Previously, Australian indigenous art was popularly marketed as reflecting the earthy 

tones of the Australian landscape. Stories were predominately painted in ochres, browns 

and yellows. However the artists at the Better World Arts studios choose to deliver their 

culture and stories in a broad palate of acrylic colours. These vibrant polycultural colours 

intriguingly suit the cross-cultural products as they could reference Australian, Nepalese or 

Kashmiri culture.  
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Margaret Richards   

Seed Story  

Original Painting (left) and Hand-knotted Tibetan Carpet (right).  

Courtesy of Better World Arts 

 

Inawinytji Williamson, the Director of Ananguku Arts and Culture Aboriginal Corporation, 

perceives the Kaltjiti arts cross cultural projects as economic and cultural empowerment to 

both communities. ‘All of the artists at Kaltjiti Arts want our designs put onto the rugs. We 

like them because of the money they bring to us and our families, but it also makes us 

happy to see our work done in this way, and more people get to see our art because of the 

rugs. Every time someone buys our rugs they are learning and understanding something 

about our culture. This also makes us happy.’ (Williamson, 2006, cited in Better World Arts 

2009). 
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Traditional crafts of the Anangu people were carved wooden Coolamon bowls, decorated 

wooden animals, and spun fibre craft of hair and fur (Isaacs 1992). With the British 

settlement of Australia and the removal of the Indigenous people from their traditional 

lands and lifestyle, came missionaries who encouraged the women into gender specific 

working roles. Handicraft items such as greeting cards and bookmarks were produced 

while the men looked after the sheep and cattle. These new tasks reflected the pre-white 

settlement hunting and gathering gender roles.  

 

The represented artists at the Better World Arts are approximately 80% female and 20% 

male, with approximately the same ratio being reflected at the arts centres on the Anangu 

Pitjantjatjara/ Yankunytjatjara Lands. 

Anangu painting can be gender specific as women and men have different perspectives 

on the depicted stories and hence use different imagery. One example is the tjukurrpa  

(dreamtime/creation) story of the Seven Sisters, Kungkarangkalpa. The story tells of seven 

women who were followed by a man called Wati Nyiru. The ‘song line’ begins in the 

southwest corner of the Northern Territory and moves south to Yalata on the coast of the 

Great Australia Bight. Their journey created physical marks on the land and finishes as the 

stars constellation Pleiades and Orion (Isaacs 1992). The women’s perspective may 

illustrate how the sisters run away from the frightening, intimidating man and the men may 

depict the story of a lucky man who is pursuing seven sisters. The stories are told in layers 

and are metaphors on the relationship between men and women along with creation. 

There are a number of husband and wife teams that collaboratively paint together to 

compliment their individual works. One of these husband and wife teams is Damien and 

Nyinkalya Marks. 
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Damien and Nyinkalya Marks   

Family and Country 

Original Painting (left) and Hand-knotted Tibetan Carpet (right).  

Courtesy of Better World Arts 

 

Ngura Wiru Winkiku Cultural Centre 

The Better World Arts business has supported the artists and their wider community by 

establishing the Ngura Wiru Winkiku Cultural Centre adjacent to the office and gallery. 

Ngura Wiru Winkiku Cultural Centre is the only independent corporation for Anangu 

people set up without government funding and is the only Anangu dedicated organization 

in Adelaide.  
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During my time of observation at the Better World Arts and Ngura Wiru Winkiku Cultural 

Centre, the proactive staff were constantly addressing, to the best of their ability, social 

issues that are separate to their job description. Carolyn Wilson finds it extremely difficult 

to separate the Ngura Wiru Winkiku Cultural Centre and the Better World Arts business, as 

she sees the two organizations as closely aligned social enterprises. Physically, financially 

and socially they are intertwined. This is evidence of my claim that art can be a successful 

tool and financial source to fund social needs projects. However social needs can detract 

from the business as Morris has observed, ‘Dedication to social change rather than the 

business at hand rarely builds a financially sound organization. Craft businesses with a 

minimum of social consciousness at least offer employment. Artisan organizations capable 

of balancing both economic and social goals can achieve the most dramatic impact on 

artisans and their communities’ (Morris 1996, p. 18). Better World Arts are successfully 

undertaking social endeavours within their business however are pursuing outside support 

to expand these services.  

 

The majority of indicators of Indigenous Australians social and cultural wellbeing are in 

deficit through generations of social disadvantage and marginalisation. There is an 

estimated difference of approximately 17 years between Aboriginal and Torres Strait 

Islander and non-Indigenous life expectation (Aboriginal and Torres Straight Islander 

Social Justice Commissioner, Social Justice Report 2005, p.18).  Aboriginal Australians 

have much greater levels of social, economic, health, housing and educational 

disadvantages than any other Australian population group and are heavily over 

represented in the justice system, violence and suicide cases (Taylor 2010) 
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The Millennium Development Goals were launched as the new development ‘human rights 

based approach’ model focused around participation and empowerment. The context and 

focus of these goals were poverty eradication in developing countries, which Australia 

agreed to without acknowledging the same problems, on an equally significant scale, 

within it own Indigenous communities. The Aboriginal and Torres Straight Islander Social 

Justice Report 2005 states that ‘It is ironic that the (Australian) Government has committed 

to contribute to the international campaign to eradicate poverty in third world countries by 

2015, but has no similar plans to do so in relation to the extreme marginalisation 

experienced by Aboriginal and Torres Straight Islander Australians’ (Aboriginal and Torres 

Straight Islander Social Justice Commissioner, Social Justice Report 2005, p.51). Ngura 

Wiru Winkiku Cultural Centre along with the Better World Arts is directly contributing to 

Australia’s MDGs progression through art and the preservation of Anangu culture. 

 

Ngura Wiru Winkiku Cultural Centre has a constant flow of people, with an average of 20 

to 30 people a day accessing its services. Along with considerable amounts of arts 

supplies, given out to the needs of each artist, there is a community phone, computers and 

a kitchen, currently under renovation, all for the participants use. The Uniting Church 

Wesley also coordinates a community service outreach program providing food and a 

number of the seniors have Meals on Wheels delivered. However the Better World Arts 

business often purchases food and provides guidance on how to buy and prepare meals 

on a low budget. The centre is full of activity, children’s books and toys are scattered 

among the clutter of art materials, cushions and rugs. Artists converse while they paint and 

children run past elderly women sleeping on the floor.  

 



                                                                                                                                                                  Elizabeth Newman s3179893 

 44

The most popular seat in the cultural centre is always in front of a computer that stores a 

catalogue of Ara Irititja photos, videos, music and artwork from the Anangu Pitjantjatjara/ 

Yankunytjatjara Lands. Not only does this database serve as a valuable link to friends and 

family, it also provides a sense of optimism and strength through images of previous 

achievements of the Anangu people. These stories help reinforce positive beliefs in their 

cultural heritage and display an encouraging reflection of the community. The Ara Irititja 

Project archive began in 1994, with funding by the South Australian Museum, collecting 

over 65,000 photographs and films as well as images of artefacts removed by visitors to 

the Pitjantjatjara and Yankunytjatjara lands. The Anangu people however have protocols 

on their cultural knowledge based on seniority and gender and not all information is 

available to everyone. These restrictions maintain control over knowledge and protect 

different people from spiritual danger (Morphy 1998). Based upon these traditions, the 

database restricts access to various locations, with only elders able to view these areas by 

use of their passwords. Wilton Foster the Chairman of the Pitjantjatjara Council elaborates, 

‘Today we live in the computer technology time. The computer has a huge brain and is 

very clever. It can hide things if necessary, and then bring them back later. The Ara Irititja 

computer is clever like a dingo’ (Foster 2005, viewed <http://www.irititja.com>). 

 

Within Australian Indigenous cultures the children are looked after and raised by the whole 

community, not unlike Tibetan culture. The community, not just the mother is the caregiver, 

so Aunties and Grandmothers may look after the young on a long-term basis. With the 

disintegration of indigenous culture and drug and alcohol issues, the older generation have 

become permanent caregivers. Three elderly directors of the Ngura Wiru Winkiku Cultural 

Centre currently have five young children in their care. This care giving situation is 

reflected in the number of children involved at the Better World Arts office and Ngura Wiru 
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Winkiku Cultural Centre.  Previously the Better World Arts staff were consistently taking 

the children to school themselves however this negatively affects the business and is not a 

sustainable option. Issues with children’s school attendance stems from the capacity of the 

grandparents and the misdirected and inconsistent government services. The Better World 

Arts staff have contacted many non-government organizations for support with little 

progress however do have a good rapport with the Mansfield and Pennington Schools. 

Regrettably closer schools in the Port Adelaide area feel inadequately equipped to enrol 

the Anangu students.   

 

Carolyn and Andrea Wilson are currently seeking funding for different community 

programs to be run at Ngura Wiru Winkiku Cultural Centre; proposed funded programs 

include ‘Getting kids to school’, ‘Ngangkari Work’, and the ‘Pitjantjatjara English Literacy 

Program’. The ‘Getting kids to school’ encourages the children to attend and make school 

culturally relevant, while overcoming obstacles such as uniforms, lunches, books, transport 

and parent engagement. Better World Arts have been liasing with the South Australian 

Education Department about these issues for two years. Frustration and no outcome of 

significance has meant the Ngura Wiru Winkiku Cultural Centre is now undertaking it 

themselves. Ngangkari work is the traditional healing method of the Anangu people and 

Ngura Wiru Winkiku Cultural Centre would like to establish a formal practice at the centre 

in conjunction with western medicine. They are currently taking bookings of Ngangkari 

work for other organizations including Remote and Rural Aboriginal Mental Health, 

Statewide Gambling Therapy Service and the Kanngawodli facility. The Pitjantjatjara 

English Literacy Program has commenced with access to the Ara Irititja computer 

database.  
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The centre has been running for two years and has only received $40,000 of government 

funding, though it costs $100,000 a year to maintain its operation. The majority of 

government funding is given to long-established urban-based community organizations. 

Carolyn Wilson when interviewed 6 July 2010 stated that she sees a political and cultural 

divide between the different indigenous Australian groups which creates discomfort for the 

Anangu who view their position in Adelaide as ‘being on someone elses land’. The Anangu 

community often only travel to Adelaide from the Pitjantjatjara/ Yankunytjatjara Lands for 

medical treatment. Wilson also insinuates that the Ngura Wiru Winkiku Cultural Centre 

does not fit easily into the government’s paradigm on indigenous peoples. There are large 

cultural divides between the desert-based and urban-based communities and the 

Australian Government will not fix the social problems by focusing on band-aid solutions. 

In Wilson’s opinion the government is out of their depth in understanding indigenous social 

and cultural issues.  

 

Better World Arts and Ngura Wiru Winkiku Cultural Centre are able to confidently run 

success orientated projects without the reporting constraints that hinder other Non-

Government and Government funded organizations. I believe that in order to hide failure 

and underachievement from benefactors and the general public, these organizations often 

lower their expected outcomes resulting in a decreased level of output. Better World Arts 

and Ngura Wiru Winkiku Cultural Centre are successfully directly and indirectly fulfilling the 

targets of the Millennium Development Goals even though this is not a stated objective. 

Wilson’s vision for the future is ‘Ngura Wiru Winkiku being an outstanding example of an 

independent community centre that’s a huge embarrassment to the government. A place 

that can smooth the path for the Anangu community coming to Adelaide, making their 

transition to Western society more comfortable than the historical experience of the 
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Kaurna and Ngarrindjeri peoples’ (Wilson 6 July 2010). Wilson aims for a successful 

business model that other organizations can gain inspiration from and for the Better World 

Arts brand to grow with financial help from corporate organizations. 

 

The Ngura Wiru Winkiku Cultural Centre directly contributes to the Millennium 

Development Goals through their creative endeavours. The centre directly and indirectly 

supports the goals of 1. End Poverty and Hunger, 2. Universal Education, 3. Gender 

Equality, 4. Child Health, 5. Maternal Health, 6. Combat HIV/AIDS, 7. Environmental 

Sustainability and 8. Global Partnerships. Along with these global development 

benchmarks they also actively advocate to end Indigenous disadvantages in housing, 

education, health and employment.  

 

An exciting future collaboration between Better World Arts and the artists of Ngura Wiru 

Winkiku Cultural Centre is a project of seawall murals, 100 meters along the foreshore at 

Somerton Park, Holdfast Bay Council. The local council wishes to integrate indigenous art 

into their community, with the project potentially expanding. This project, though it will only 

financially break even, is designed to also build collaborative relationships between the 

Anangu and local Kaurna participating artists. The Seven Sisters tjukurrpa creation story is 

going to be painted from a child’s, genderless perspective, incorporating local fauna and 

flora.  

 

 

Tibetan Refugees in Nepal    

The Dalai Lama fled Tibet in 1959, in response to the Peoples Republic of China’s 

invasion in 1950, seeking refuge in Dharamsala, Himachal Pradesh, India. The Dalai 
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Lama is not allowed into Nepal, as it would be too politically sensitive. Up to 3,500 Tibetan 

refugees a year were striving to cross the momentous Himalayan passes through Nepal to 

India until the Chinese crackdown in 2008, when the success rate dropped to 652 persons 

(International Campaign for Tibet 2010 viewed <http://www.savetibet.org>). 

 

The United Nations High Commissioner for Refugees (UNHCR) is accountable for the safe 

passage of the Tibetans transiting through Nepal to India, registering them as ‘persons of 

concern’. Nepal’s changing political climate and the increasing Chinese influence in Nepali 

politics has hindered the refugee situation and the status of Tibetans in Nepal has become 

vulnerable. The Nepalese authorities forced the closure of the Tibetan Welfare Office and 

the Office of the Representative of His Holiness the Dalai Lama in January 2005 and many 

Tibetans are still not able to register for refugee identity certificates, preventing their forced 

repatriation (BBC News 28 January 2005, <http://news.bbc.co.uk/go/pr/fr/-

/2/hi/south_asia/4214933.stm>).  

 

Chinas human rights violations and excessive use of force towards Tibetans, including 

children, made international headlines with the Nangpa Pass incident in September 2006. 

75 unarmed Tibetans were fired upon by Chinese border police while walking through 

Nangpa Pass, a traditional trading route west of Mount Everest, when 17-year-old Tibetan 

nun Kelsang Namtso was killed instantly. 17 persons are still yet to be accounted for 

(International Campaign for Tibet 2010, viewed <http://www.savetibet.org>). The shooting 

reached international headlines with the Chinese government firmly denying the severity of 

the event. However dozens of mountaineers in a climbing expedition on Cho Oyu 

witnessed the incident and clearly captured it on video. China reacted by changing 
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regulations and cutting the numbers of climbing permits in the lead up to the Olympics and 

the ascent of the Olympic flame to the summit of Mount Everest (Douglas 2006).  

 

Jawalakhel Handicraft Centre 

Refugee camps were established by the Swiss Red Cross in Pokhara and Kathmandu. 

The Tibetan weaving workshop, Jawalakhel Handicraft Centre, is situated in the Tibetan 

refugee camp, Kathmandu. The handicraft centre was set up in 1960 as an enterprise of 

the International Red Cross and the Swiss Development Fund (formally Swiss Aid for 

Technical Assistance) along with the formal royal His Majesty’s Government of Nepal to 

help the Tibetan refugees achieve economic self-reliance. Prior to the Chinese occupation 

of Tibet, carpet manufacture was already a significant factory industry, though a low status 

occupation. Tibetan exile carpet manufacture has become a massive industry, serving as 

an encouraging example of ‘rehabilitative commercialisation’, the externally funded and 

organised rehabilitation of a failing craft (McGuckin 1997, p.295).   

 

I visited the Jawalakhel Handicraft Centre at the Kathmandu Tibetan Refugee camp on 

Friday the 2nd February 2010. I was warmly welcomed, with Tibetan yak tea, by Sonam 

Diki, the sister of Lobsang Tendar. Tendar is the direct contact of Carolyn Wilson from the 

Better World Arts, however he was in Austria at the time where he has refugee status. 

 

The Tibetan Refugee Camp is a popular tourist tour destination, written about in most 

guidebooks and has a number of small craft shops at the entrance. As the Tibetan tourist 

handicraft industry fluctuates with the tourist seasons most were not open at this time. The 

workshop specialises in the traditional Tibetan sheep wool hand-knotted carpets. The 

majority of the sheep’s wool-blend used in the carpets is imported from Tibet and New 
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Zealand. Sourcing the Tibetan sheep wool continues the traditional quality and the 

Himalayan heritage of the carpets. Exclusive characteristics of the wool from sheep reared 

in the Tibetan plateau are a distinctive lustre, soft texture and renowned cold resistant 

properties. Importing the wool from Tibet shares the economic benefits to the Tibetan 

people who remain there. 

 

The weaving studio was a large room on the ground floor of the main building and could 

comfortably fit over 100 weavers and their large traditional upright looms. Currently there 

are 80 women weavers in the workshop and many more involved in the carpet making 

processes of wool sorting, hand brushing, spinning, dyeing, ball winding, trimming and 

finishing. The artisans are highly skilled and can produce all descriptions of specially 

commissioned designs along with their own contemporary and traditional patterns.  The 

patterns are made by a pattern maker and hang on white paper at the top of the loom for 

the weavers to follow.  

 

Weaving loom at Jawalakhel Handicraft Centre 

Photo taken by writer. 
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The Jawalakhel Handicraft Centre has had orders for hand-knotted carpets from over 

1,000 different international buyers. The workshop is not economically dependant upon 

the Better World Arts orders, though there is a warm, personal relationship between them. 

Undertaking the Better World Arts orders requires four to five women for a large carpet 

and one or two for a small carpet.  

 

Profits generated from the weaving workshop finance other aspects of the Tibetan 

Refugee Centre. Sonam Diki guided me through the refugee camp, which had now spread 

over the road and was surrounded by private residences of Tibetan families, still wanting 

to be close to their fellow citizens. Symbolist Tibetan rituals of ‘place-making’ like naming 

houses and recapturing distinct architectural features retain the culture for further 

generations (Basu 2009). The refugee camp incorporates a childcare centre where babies 

of the weavers are nursed during the day and the home where elderly residents are looked 

after. I was impressed by the facilities and the extent of social support that was given to 

the vulnerable community members. 

 

The preparation, weaving and retail areas were distinctly female domains. The weaving, a 

gendered occupation, excluded the men at the refugee centre. When asked what the men 

do for work I was told, ‘They sit around and gossip’ (Interview Diki 2 February 2010). 

Traditional employments of Tibetan males have been gender-based activities such as 

herding yaks. Living in Kathmandu and the inability to undertake traditional ‘male’ 

employment has lead to disintegration and disempowerment of the male roles. I did 

encounter one man who was obviously drunk and wanted to be photographed while other 
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residents laughed. Diki dismissed him, as he would act that way towards all tourists. I 

presumed it was a consequence and universal reaction to disempowerment. 

 

The Jawalakhel Handicraft Centre through their artisan products is directly contributing to 

the majority of the Millennium Development Goals. Their cooperative work financially 

supports the goals of 1. End Poverty and Hunger, 2. Universal Education, 3. Gender 

Equality, 4. Child Health, 5. Maternal Health and 8. Global Partnerships. These Tibetan 

refugees also benefit from a global network of supporters that not only assist in 

highlighting the issues they currently face, but also help to promote and raise funds for 

their various activities.  

 

Tibetan Handicrafts in the Global Market 

Handicrafts made specifically for the tourist market evoke a distinct emotive exchange 

where the buyer is not just buying the product but also the ‘authentic’ personal encounter. 

Many thangka (Tibetan spiritual painting) and weaving workshops are open to the tourist 

gaze to examine the spectacle of the production process and their refugee culture. 

Anthropologist Eric McGuckin suggests that the purchase of thangkas and Tibetan carpets 

is a spiritual and political act, protecting Tibetan culture from the onslaught of the Chinese 

state. ‘For many travellers, this local drama is but part of a global (post)modern struggle to 

preserve, resurrect, or invent ancient wisdom, folk traditions, and human-scale production 

in a rationalized disenchanted world. While not all consumers have such grand motives in 

mind when purchasing Tibetan crafts, this underlying incentive permeates the analysis- 

and marketing- of Tibetan art in academic and popular discourse’ (McGuckin 1997, p.292).   
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In contrast to the traditional spiritual thangka paintings, the Tibetan refugee carpet industry 

in Nepal has become an international industry and is synonymous with being Tibetan. This 

could be attributed to the entrepreneurs linking into contemporary markets. Thangka 

designs centre on spiritual significance, hence retaining the traditional aesthetics. However 

hand-knotted carpets are secular ‘folk art’ and have evolved, heavily modified, to suit 

Western preferences. The Tibetan carpets made in the Better World Arts cross-cultural 

project may not retain Tibetan motifs or colours, however the physical production of these 

carpets is how the cultural association is maintained.  

 

The first entrepreneur of Tibetan cross-cultural carpets was Bryan Haffner, a German who 

in 1974 persuaded the Tibetan refugees to manufacture carpets with contemporary 

designs, marketed to a Western audience. Welcome Nepal calls Haffner the ‘father’ of the 

Tibetan carpet industry, ‘He recognized the infinite possibilities of design and colour that 

could be created and manipulated to suit the varied tastes and temperament of the 

Western market’ (McGuckin 1997, p.295). 

 

These carpets produced for foreign tastes have not always been universally popular. 

Marco Pallis spoke out sternly in the 1940’s about the ‘degeneration’ of the Tibetan arts. 

His elitist cultural conservatism was known to rival any chauvinistic Tibetan xenophobe. 

Non-traditional chemical dyes were seen as vulgar and ‘transcend the limits of ugliness; 

they deserve to be banned for moral poisons as surely as cocaine’ (Pallis n.d. cited in 

McGuckin 1997, p.304). McGuckin also quotes a Tibetan nun, interviewed in Dharamsala, 

that used to work in a carpet factory in occupied Tibet, exporting to the Western and 

Japanese market ‘Tibetans never brought them…they didn’t like the colours’ and not 

realizing that the translator was not required she finished off ‘they looked like shit!’ 
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(McGuckin 1997, p.308). Authenticity depends on the individual. The fact that Tibetans 

produce the carpets without depicting the traditional motives, or even any at all, does not 

appear to concern the consumer. If the purchase of a Tibetan handicraft is seen as a 

social and political act, the benefits to the community and the ‘Tibetan cause’ are what 

matter most.    

 

Unfortunately the majority of the Nepali carpet industry is not run like the Tibetan exile 

carpets manufacturers and there are concerning issues with the use of child labour. The 

Nepalese National Planning Commission recognises that children contribute six percent of 

total domestic production (The Child Workers in Nepal 2009, p.5). Tourists in Kathmandu 

regularly encounter displayed finished products and Tibetan workshops, however the 

appalling conditions of private workshops and child labour are always hidden from view. 

While most mountaineering ‘eco-tourists’ quickly identify and act on environmental issues, 

these production conditions are often not considered. It is these ethical issues that the 

Non-Government Organizations are attempting to highlight.  

 

With the aid of digital technology, the global Tibetan networks maintain a strong identity 

and supportive connections (Basu 2009).  One of the paramount concerns of the Dalai 

Lama has been to protect the ‘rich cultural heritage of Tibet’ (Dalai Lama  n.d. cited in 

Basu 2009, p.419). Encouragement for the preservation of linguistic, artistic and religious 

knowledge was motivated by the foreboding concern of the disintegration of culture in the 

Tibetan homeland under Chinese rule and the acculturation of the Tibetan exiles in their 

new societies.  
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Cross- Cultural Products and Licensing 

The Better World Arts cross-cultural products are an innovative collaboration between the 

Anangu artists and the handicraft workshops overseas in Nepal, Kashmir and Peru. The 

juxtaposition of Australian fine art into these functional everyday handicrafts creates a 

wider market audience in Australia while strengthening traditional artisan industries 

overseas. The demand for the traditional hand knotted chain-stitched rugs that are 

distinctive to the Kashmiri region had been in critical decline since cheaper mass-

produced goods began to inundate the market. Now the craft is being revitalized and the 

skills are being taught to the next generation as a result of this cross-cultural project. 

 

The Better World Arts has a number of business models depending on the particular work 

sold and the arts centres and artists involved. The cross-cultural project with the Tibetan 

weaving workshop in Nepal is produced under a licensing agreement with the Anangu 

artists. Better World Arts takes all the financial risk and purchases the product straight 

from the Tibetan weavers. The Anangu artists are paid 10% of the wholesale amount in 

licensing fees and have elected to reinvest 25% of royalties made from work produced at 

Ngura Wiru Winkiku Cultural Centre back into the centre. This contribution shows a 

dedication to the community project. Sustainable economic benefits are shared between 

the communities and all individual artistic designs are acknowledged and the artist is 

personally acknowledged by photo, name and art centre.  

 

The other cross-cultural products from Kashmir and Peru are produced under partnerships 

with the Kaltijiti Arts Centre and Warlukurlangu Artists Aboriginal Corporation. They make 

a capital contribution that is returned, with profit, upon sale. The partnership model is 

Wilson’s preferred business model as the production control stays with the artist who 
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created the featured design. This approach however requires significant start up capital. 

The ethical business model ensures that the overseas producing workshop is paid in two 

payments, securing much-needed funds for manufacture and business transparency. The 

original art paintings, from the gallery, are sold under a standard gallery commission.  

 

The Internet is an important, immediate means of communication in corresponding with 

the art centres and the Kashmiri and Peruvian workshops. However this is a luxury not 

available to the Tibetan Refugee workshops in Nepal as their technology is still unreliable 

and there are constant power outages with political strikes. 

 

According to what I have stated earlier, Fairtrade certification is not the only choice for 

ethical business practice. Better World Arts products are not Fairtrade certified, nor does 

Carolyn Wilson think that they need to be. ‘Organizations who do that (certification) don’t 

really do the hard work... how am I going to spend the time and energy on an abstract 

movement when all this around me is happening?’ (Wilson interview 6 July 2010). The 

cross-cultural products are still made ethically and sustainably, with Wilson having first 

hand knowledge of how and where they are produced.  Certification of its ethical 

production is therefore not essential and an unnecessary monetary cost due to consumers 

already being aware of the transparent nature of the business. 

 

The cross-cultural products are not endorsed by any specific ethical certification, however 

both the Tibetan and Australian workshops fund their social enterprises through generated 

profit. The transparency of the business and clear social goals endorse ethical standards 

as typical routine business practice. This is essentially the paramount goal of Fair Trade 
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advocacy and assures that they are sold next to Fairtrade certified goods at Fairtrade 

retailers such as OxfamShop.  

 

In Australia there is an indigenous arts code of practice that requires each original painting 

to be catalogued and have an individual certificate of authenticity. This practice has been 

in place since the 1980’s, however it is still not formally regulated by a national 

organization. Authenticity certificates are beneficial for artists as they encourage and give 

protection for the consumers who feel secure in their investments.  

 

The two selected case study communities, Tibetan refugees in Nepal and Anangu in 

Australia, have many shared similarities. They both have strong spiritual ties with their 

home environment and face similar disadvantages of land displacement and cultural 

disempowerment. Both have distinct cultural beliefs depicted within their art and are 

concerned about global acculturation and disintegration of culture. My observations 

comparing the communities has lead me to believe that the Tibetan refugees have greater 

access to external funding and have adjusted relatively well to their displacement. The 

Tibetan advocacy moment is internationally known, while Australian Indigenous issues 

continued to be ignored or exploited by governments more intent on manipulating the 

issues for their own political gain.  

 

Better World Arts have received many art and business awards and recognition in 

numerous publications. Past awards include Better World Trading (as it was known before 

Better World Arts) and Kaltjiti Arts receiving the Judges Encouragement Award (South 

Australian) for the Prime Minister's Excellence in Community and Business Partnerships in 

2005. Recent prestigious acknowledgements include the 2007 Ruby Award short list for 
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Leadership in Arts Enterprise and as a 2008 finalists at the Telstra Business Awards in the 

categories of Micro-Business and Social Responsibility.  

 

 

 

 

 

Example of Cross- Cultural Product Range 

Courtesy of Better World Arts 
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Chapter 4 Key Propositions 

The key propositions that I have discussed in this minor thesis are: 

 

Proposition 1: Art and handicrafts are of significant cultural importance. 

• A medium for continuing culture 

• A culturally relevant income source 

• Retention of community identity in the face of globalisation 

• The reinforcement of self-confidence, cultural values and feelings of well-being 

 

Cultural identity directly affects the establishment of the long-term development targets of 

the MDGs as it impacts self-sufficiency and well-being. They also directly influence the 

targets of productive employment, gender disparity and non-discriminatory trading.   

 

Proposition 2: Creative industries directly contribute to the success of the UN Millennium 

Development Goals.  

• Productive employment leads to economic empowerment 

• Women’s control over their employment increases gender equality 

• International markets increase global partnerships 

• Secure employment decreases poverty and hunger 

 

Art and handicraft production indirectly and occasionally directly fund community health 

and education targets. Within Fairtrade and ethical organizations, environmental and 

advocacy goals are in addition to the targets of gender equality, trading partnerships and 

education.   
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Proposition 3: Globalisation previously caused artisans economic loss, however digital 

technology now increases interconnectedness and creates new markets. 

• Dedicated Fair Trade stores sell traditional handicrafts to a western market 

• Online websites provide unique marketing opportunities  

• Polycultural products have brought traditional wares to a new clientele  

• The Internet provides instant interaction between producers, buyers and the 

consumer 

 

The Global Partnerships MDG seeks the benefits of new information and communication 

technologies for developing countries. Increased interconnectedness affects education 

and health awareness along with global trade. 

 

Proposition 4: Certification labels aren’t always what they claim to be. 

• A proliferation of certifications has led to consumer confusion and uncertainty 

• Multinational companies create their own abstract certifications due to customer 

expectation and to cover their unethical business practices 

• The commodification of poverty sells successfully 

• Transparent ethical business does not need certification 

 

With Fairtrade principals, developing countries would be paid the equitable price on their 

products and be less reliant on aid. Contrived certifications produced by businesses are 

detrimental to the Global Partnership targets. Ethical consumption is still conspicuous 

consumption and remains adverse to global equality and environmental sustainability.  
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Proposition 5: Artisan communities are able to fund social needs projects 

• Directly and indirectly contributing to the MDGs 

• Social support can drain business profits 

• Communities can have autonomous and reliable services 

• Autonomy creates success driven projects free from donor requirements 

 

Self-determination directly focuses on the specific needs of the community and directly 

impacts the success of all MDGs. Economic development directly affects the targets of 

End Poverty and Hunger and provides funds for Universal Education, Child and Maternal 

Health and Combating HIV/AIDS. Autonomy affects the targets of Gender Equality, 

Environmental Sustainability and Global Partnerships.  
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Conclusion 

In a densely globalized world, actions have widespread consequences. Everything we 

purchase directly influences the person who produced it. ‘What we do (or abstain from 

doing) may influence the conditions of life (or death) for people in places we will never visit 

and of generations we will never know’ (Bauman 2008, p.71).  

 

This minor thesis has shown the importance of traditional artisan production in the 

preservation of culture and how artisan products can help fund communities development 

targets in reference to the United Nations Millennium Development Goals.  

 

As I have discussed in this minor thesis, the benefits of artisan production include: 

• Cementing of culture through creative industries 

• Direct contribution to the achievement of the Millennium Development Goals; End 

Poverty and Hunger, Gender Equality and Global Partnerships 

• Artisan products provide a culturally relevant income source 

• Handicraft production can contribute to gender equality 

• Once negatively affected, artisans are now benefiting from globalisation and 

technology 

• Significant cultural loss would undermine the Millennium Development Goals aims 

 

My case study observations of the Better World Arts cross-cultural products prove art and 

craft can be a successful development tool in supporting social needs projects of the 

artisan community. Both the Anangu artists and the Tibetan refugee weavers directly 

achieve the MDG targets of Ending Poverty and Hunger, Universal Education, Gender 
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Equity, Child and Maternal Health and Global Partnerships with their successful 

businesses.  

 

My research confirms that artisans who were once negatively impacted by the increasing 

global trade in mass-produced cheap products are now using globalisation to their benefit. 

With modern technology, handicraft workshops are instantaneously connected to 

consumers around the world. However an unequal power relationship still exists and 

favours the consumer whose fickle fashion tastes heavily impacts demand and the 

corresponding livelihood of the artisan who produces them. 

 

My findings also show that while product certifications can be useful, open and transparent 

trade is the key to eliminating unfair production arrangements. Customer expectation of 

product certifications is being exploited by companies to ‘fair-wash’ the products and 

disguises their unethical business practices, undermining the intentions of the MDGs. The 

commodification of poverty and the marketing of ethical goods do not often critically 

question the causes of global poverty and social disadvantages.  

 

My observations within the Better World Arts case study support the fact that achieving the 

Millennium Development Goals through handicraft production will require further 

cooperation between all involved stakeholders: artisans, international and local buyers, 

national and local governments, non-government organizations, academics and 

consumers. 
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Further research could expand upon the following concerns: 

• The various product certifications and how consumers are swayed by feelings of 

moral responsibility 

• How the commodification of poverty has become a successful marketing tool 

• Even within ethical Fairtrade certifications, there is still an unequal relationship 

between producer and consumer 

• Effective strategies increasing access to the global handicraft markets for the 

traditional artisan 

Within these concerns there are various factors and complexities. Is ethical consumerism 

a passing fashion or will it continue to grow with increased consumer awareness and 

involvement? Regardless, artisans will continue to create new products and support their 

needs through their profession.     

 

In summary, I believe that a viable and culturally relevant way of achieving the United 

Nations Millennium Development Goals is to nurture traditional artisans and to help create 

global markets for their products. Targets of economic empowerment, gender equality and 

global partnerships benefit substantially from creative enterprises and I have shown that 

by the process of their creations, the culture of their communities not only continues to 

exist, but begins to thrive amidst renewed enthusiasm and pride.  
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List of Art Illustrations 

All images and artist statements courtesy of Better World Arts. 

 

Page 1 Rama Kaltu- Kaltu Sampson Wanampi Tjukurpa - Rainbow Serpent Dreaming  

Kuntjanu is near Pipalyatjara in the far northwest corner of the APY Lands. It is here, in 

Kuntjanu, that the Wanampi lives. Wanampi is the big rainbow serpent who sleeps under 

the ground in the tjukula (rockhole). 

 This painting illustrates a part of the Wanampi Tjukurpa - Rainbow Serpent Dreaming. 

This is a very important Tjukurpa story, where the snakes represent men. Rama says 

there is one Wanampi tjilpi – old rainbow serpent man - his name is Kuntjanu. His wife is 

ititjara (pregnant) and is hiding under the water.  There are other people there, kuniya, 

mingkiri, and liru.  The Kuniya is a big python with a black back and yellow front. Mingkiri 

are the mouse people, and liru are the snake people. Liru wati pika wakanu Wanampi, 

Wanampi pakanu ngarangu, the snake men were angry and speared Wanampi, he rose 

out of the waterhole and was speared by a left-handed man. Wanampi's son was born 

there and he still sleeps in the rockhole at Kuntjanu. 

 

Page 11 Angkatji Nola Tiger Tjukurpa Creation Story 

This is a tjukurpa (creation) story from up near Amata. There were two brothers who 

married two sisters. The sisters are in the top left and right corners of the painting. They 

are digging for bushtucker near some rockholes. The lines between the holes are where 

the ladies have been digging – tjawani. The sisters did not come home for a long time, and 

the brothers said ‘lets go and change into water serpents.’ After all their digging, the sisters 

are thirsty and get up to go into the water, and the brothers are there, they’re waiting. 
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When the sisters drink the water, the brothers rise up out of the rockhole as water serpents 

and swallow their wives. 

 

Page 24 Rama Kaltu- Kaltu Sampson Red Black White  

Rama’s painting illustrates people sitting at an inma (ceremony) out Pipalyatjara way. 

There are wati tjuta, munu minma, munu tjiti tjuta, walytja tjuta (many men, women, 

children and families) sitting, singing and talking – each circle represents a person. This is 

taking place in Rama’s country, Kuntjanu, and all the people are looking to see what is 

going to take place. 

 

Page 39 Margaret Richards Seed Story 

The seeds of some of the desert plants and grasses are ground to a flour to make damper 

or to cook. Seeds used include Acacia sp – tjuntala, wakalpuka and kumpulpa. 

Throughout the desert country grinding stones - tjungari  still exist. The seeds of the desert 

mimic the celestial skies and the myriad of stars. As a senior traditional woman, Margaret 

is custodian of the stories and lore that has sustained her people throughout generations, 

living in the desert country of South Australia. 

 

Page 41 Damien and Nyinkalya Marks Family and Country 

This design is from an original painting of Damien’s country, Mt. Liebig, west of Papunya. 

Damien’s great grandfather and his family are traveling through the desert towards 

Kintore, collecting food. In the bottom right hand corner the sun is setting over a hillside. 

The family stops to camp at different places along the way. The red concentric circles are 

dry rock holes, and the blue and white concentric circles represent rock holes that are filled 

with clean water, that flows on into the creek. The red stripes coming out of the centre of 
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the right hand side of the painting lead to one of these waterholes – these are the tracks of 

the family walking through the sand. In this painting you can also see spinifex bushes (the 

yellow star-like symbols), and dry clay pans with cracks in the earth 


