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Abstract 

India is home to one of the finest legacies of 

traditional craftsmanship. More than 10 million 

artisans and their families, although mostly on the 

verge of survival, depend on craftsmanship for a 

living.   The weaving of Banarasi sarees is 

considered one of the most exquisite forms of 

craftsmanship in the country. This craft is in high 

demand in the export market and generates high 

revenue for the government, exporters, 

middlemen and others who control the trade. 

'Parsi' embroidery is probable one 

among theonly andmost 

beautiful quite embroideries discovering an 

area within the Indian Panorama of arts. 

Anyone keen on embroidered work is 

indisputably to possess encounter this neat 

embroidery style with very tasteful motifs and 

colour schemes, which although could even 

be a heritage of the Persian neighborhood in 

India, however, is loved throughout the U.S. 

and beyond. 

The aim for this research is to ban 

Chinese/Japanese silk in India and to plug pure 

Banarasi silk which may furnish employment to 

many artisans, and secondly blending of 

Banarasi silk and Parsian motifs which 

may supply a replacement identification to 

Parsian Craft and for revival the Parsian Craft 

and hope our weavers or artisans will get most 

benefits from this. 

KeywordsParsian Craft, Fusion, Motifs, 

Banarasi Saree 

Introduction 

Two Indian cities, Varanasi within the north 

and Kanchipuram within the south, are 

famous for his or her elegant silk saris. India is 

that the second largest silk producer within 

the world, but India accounts for less than 5% 

of the worldwide silk market. This market share 

was still sufficient to get approximately $260 

million in revenue in 1995. Germany, the most 

important consumer of Indian silk, imported 

DM 540 million ($231 million) worth of 

fabric in 1995. Most of the Indian silk threads 

and fabrics, however, are consumed within 

the country. India's fine arts and traditional 

crafts are today seriously threatened 
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and browsing a period of crisis. For the 

typical consumer, craftsmanship is perceived 

as an upscale, high-maintenanceproduct 

that doesn'twear out or perform also as its 

industrial equivalent. for the craftsman, 

craftsmanship may be a profession 

that doesn't offer sufficient economic return 

or social station.Artisans and 

others working withinthe above-mentionedcraft 

sectors are suffering from a number of issues. 

While the marketplace for their handicrafts is 

shrinking in relative terms thanks to the 

onslaught of cheap imported alternatives within 

the wake of a globalized economy, the 

insufficient attention given to their plight by 

government, community organizations civil 

society et al. has left them on the brink of 

survival, facing hunger, unemployment, severe 

underemployment, precarious living and 

dealing conditions, poor health and therefore 

the exploitation that 

result.Varanasi,previouslymentioned as Benaras 

has been a centre of production of handloom 

silk since centuries. The Varanasi silk fabrics 

are eulogized in scriptures and ancient books 

both within the Hindu also as within the 

Buddhist eras. In spite of the flourishing trade, 

the weaver of dream sarees was and remains 

working in pathetic conditions and living a 

lifetime of abject poverty. 

The production technology more or less, has also 

remained ancient-pit type handloom where the 

weaver sits together with his legs within the pit. 

The textile industry here is synonymous with silk 

sari industry as quite ninety five percent of the 

products are silk saris. During the medieval period 

skilled Muslim weavers from the West Asian 

countries came to India alongside Moguls. These 

weavers found Varanasi complementing to their 

art of intricate pattern of weaving and settled there 

under the patronage of the then Muslim rulers.  

The fusion of Hindu design pattern with the 

Muslim ones aided by the local climate conducive 

to silk handloom weaving, put Varanasi at the 

helm of silk weaving activities. The artistic 

ingenuity of the artisans and therefore the 

changing market trends has resulted during a great 

sort of the Banaras silk fabric. Generally, the 

standard and sort of silk fabric indicates the 

weavers' occupational status and artisanship. the 

higher quality and high-priced fabric require 

greater artisanship, labour and financial 

investment. No two sarees are the similar in 

quality, colour combination, design or pattern. As 

a result, there are often no uniformity in rates, 

which has become a cause for rampant 

exploitation.  

Being a pilgrimage city it attracted many tourists 

who provided market to the produce. The 

Varanasi silk saris are characterised by their 

intricate pattern of weaving and heavy zari art 

work. 

The sari industry, which was thriving once with 

equity in profit for all sectors of production, is 

now seeing mixed fortunes. With the change in 

time the buyer's preferences changed. The 

demand for top valued intricately patterned heavy 

silk sari, that Varanasi was famous, declined. 

Today's fashion is marked by fast change in 

design, low cost of production and low inventory. 

For the weaver, who once was at the centre stage 

of the industry, the time has changed too. Gone 
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are the times when the individuality of the 

creation was appreciated and patronised at an 

excellent cost. The weaver was a producer also as 

creator of styles . Now the industry during this 

changed scenario has shifted to producing at large 

volumes with inferiority design at a coffee cost.  

Over time, designing aspect was separated from 

production. The continued use of the traditional 

production technology however proved to be an 

obstacle in increasing the assembly . The designs 

are now given to the weavers for production, thus 

reducing the weaver's contribution to mere supply 

of skilled labour within the production process. 

they need been stop from the market. it's now the 

traders who keep step with changing fashion 

trends and dictate the assembly. These 

developments had a serious economic implication 

for the weavers. They were reduced to the status 

of a standard skilled labourer within the industry 

and with their supply surpassing the demand, saw 

declining wages. This decline in wages to weavers 

successively had serious implications for his or 

her family. To survive, all able-bodied relations 

including children are drawn into the labour 

market. 

The saree industry isn't seeing much growth in 

demand whereas the growing population is adding 

more and more skilled labour on the assembly 

side. the explanations for such an influx of labour 

are obvious. The weaving skill is passed down 

from one generation to subsequent within the 

weaver's family. The weavers are often illiterate, 

have relatively less ‘security’ of survival of their 

kin thanks to lack of awareness / poor healthcare 

infrastructure, and are afflicted with myriad social 

problems characteristic to poor, marginalised 

communities. This makes them susceptible to 

having large families, and live under the illusion 

that there's assured employment within the 

weaving trade,. because the children of the 

weavers get older , they found out their own 

looms or work as hired labour on others' loom. 

Lack of education and alternative employment 

opportunities force them to continue in their own 

traditional trade. Then migration of weavers from 

city to rural areas exposed the agricultural labour 

to the present trade. the agricultural labour found 

this trade offering better returns compared to 

working as marginal agricultural labour and that 

they too adopted weaving.  

Reasons for Decline 

 A lot of artisans have lost their traditional 

handicraft work and migrating in the unskilled 

work, due to these circumstances, this world 

famous craft is going to be in languishing 

category. 

 Banarasi silk hand looms have been in losses 

because of the new mechanism, which 

produces Banarasi silk faster and cheaper. 

 Power loom weaving competition has rapidly 

increased. 

 Government protection policies are changing. 

 Increasing price of raw silk and shifts in market 

demand. 

 These saris end up as imitation of the original 

in less prices. 

 Old designs are still practised. 

 Cheaper silk import from China has worsened 

the poverty of Varanasi silk weavers. 

 Cottage industry is declining. Handloom is 

decreasing in demand as only higher class can 
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purchase expensive fabrics. 

 Crisis of electricity. 

 Artisans are rarely in direct touch with 

exporters. 

 Lack of space for display and storage. 

 They work in an open area as there are lacks 

of proper workplaces. 

 Noise of handlooms and power looms also 

pose health hazards like hearing impairments, 

irritation, mood swings, stress etc. 

 

Parsi Embroidery  

In the Zoroastrian homeland of Iran, the ijar or 

trousers were amid an extended jhabla or tunic, 

which reached the knees. The head was covered 

with a shawl and the entire costume embroidered 

with rustic, simple embroidery. Fish and bird 

motifs prevailed, as did flowers, roundel like 

emblems of Khurshid (the Sun) and tiny birds and 

animals. The Sasanian Empire (c. 3rd–7th century 

CE), brought Zoroastrian motifs into their textiles. 

Here, during this bridal gown we see peacocks 

and exotic colourful creatures, embroidered onto a 

standard wedding shawl with the sacred Ariz (or 

fish), emblem of fertility. 

 

Fig.1 This photograph is courtesy Elizabeth Gersivitch. It 

depicts a 19th-century wedding shawl collected from Iran 

and carefully preserved (© UNESCO Parzor). 

 

 

In India, Parsi women’s wardrobes contained ijars 

and jhablas and, only later, petticoats under their 

saris. Parsi women had adopted the sari once they 

migrated from Iran to Sanjan (Gujarat, India) but, 

so as to stay it distinct, wore their pleats on the 

proper and made the pallav reach almost to the 

feet. When other women wore cottons or Indian 

silk, they stood call at distinctly patterned 

embroidered garments. In many ancient cultures, 

women’s crafts have links with sacred traditions. 

during a traditional Zoroastrian home, be it in Iran 

or India, the kusti weaving loom was a crucial a 

part of the household, where women created the 

sacred girdle worn by all Zoroastrians. Even 

today, a woman is predicted to hand-stitch her 

wedding sudreh, a sacred vest, its little Pocket of 

excellent Deeds or gireban symbolizing the 

essence of this culture. Craft traditions continued 

across generations and centuries. Fifty years ago, 

most Parsi homes had an embroidery cupboard. 

On its shelves stood Chinese lacquer boxes, 

wicker baskets with tools, and amazing colours 

and shades of embroidery thread. A shelf could 

contain embroidery pattern-books from 

everywhere the planet .Here, in one corner,  

pressed  into  brown  paper  folders  were  butter-

paper  patterns,  some  homedrawn,  yellowed  

with  age.  In India, Parsi women’s wardrobes 

contained ijars and jhablas and, only later, 

petticoats under their saris. Parsi women had 

adopted the sari once they migrated from Iran 

to Sanjan (Gujarat, India) but, so as to stay it 

distinct, wore their pleats on the proper and 

made the pallav reach almost to the feet. When 

other women wore cottons or Indian silk, they 

stood call at distinctly patterned embroidered 
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garments. In many ancient cultures, women’s 

crafts have links with sacred traditions. during 

a traditional Zoroastrian home, be it in Iran or 

India, the kusti weaving loom was a crucial a 

part of the household, where women created the 

sacred girdle worn by all Zoroastrians. Even 

today, a woman is predicted to hand-stitch her 

wedding sudreh, a sacred vest, its little 

Pocket of excellent Deeds or gireban 

symbolizing the essence of this culture. Craft 

traditions continued across generations and 

centuries. Fifty years ago, most Parsi homes 

had an embroidery cupboard. On its shelves 

stood Chinese lacquer boxes, wicker baskets 

with tools, and amazing colours and shades of 

embroidery thread. A shelf could contain 

embroidery pattern-books from every-where the 

planet . 

 

Fig. 2: An undated khakhojhabla. The birds, placed in a 

Gul-e-bulbul pattern, seem to be seated on an adaptation of 

the Chinese Divine Fungus image. This jhabla again 

represents the intercultural heritage of Parsi embroidery (© 

UNESCO Parzor). 

 

 

 

Fig. 3: This khakha stitch kor (border) was embroidered by 

GulanBillimoria in the 1960s. She did beautiful embroidery 

but lost her eyesight towards the end of her life (© 

UNESCO Parzor). 

 

 

The original name for a fully embroidered sari 

was badhibhareli. In this, embroidered yardage 

was covered on all four sides as if bordered 

within a frame. This yardage is named gala in 

Gujarati and its enclosed patterned space gave 

its name to the gara.The coloursfavoured within 

the Persian tradition were imperial purple and 

other rich shades. As Indian influence grew, the 

auspicious Indian kunku red or vermillion 

became a favorite , particularly for engagement 

saris. Parsis wear white, symbolizing purity, at 

their weddings, but began a practice of using 

red for the engagement sari. Here, we will see a 

vermillion engagement gara which 

mixes Persian trellis patterns, the flowers and 

birds from the Iranian tradition, with the 

Endless Knot from the Chinese cultural 

vocabulary. 

 

 

 

Fig. 4: Indian peacocks combine with Persian trellis and 

flowers, joined with the Endless Knot, to create a 

combination of auspicious symbols for this engagement 

gara (© UNESCO Parzor). 
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Fig. 5: European foliage and scallops form the base of this 

red embroidered gara (© UNESCO Parzor). 

Records of Parsi trading families tell us that the 

China trade flourished most when Parsi women 

actively participated in adapting Chinese 

yardage into designed garas. we've on record 

Roshan Guzder of Calcutta, who remembers 

stories of her grandmother travelling from 

Canton on a Chinese junk, and designing 

patterns for Parsi families in Bombay. These 

patterns were copied on tracing paper with neel 

(indigo) and then carried back to China for 

embroidery. 

In Bharuch, Parsis chose to not wear cotton and, 

to differentiate themselves from their Hindu and 

Jain neighbours, wore Chinese silk instead of 

Indian paaj. Several other elders across Gujarat 

recall Chinese men on bicycles who sold garas by 

weight. The heavier garas, with more embroidery, 

were costlier . 

Parsis provided a good income for these Chinese 

peddlers. Over the years, they developed a close 

relationship with their clients. Because they could 

not afford space for storing , the Chinese would 

go away their heavy bundles of fabric on a 

specific veranda during their visits, returning there 

after the morning sales were done. within the heat 

of the afternoon, they rested on the otla, veranda, 

had their opium, and dozed. While expecting the 

cool of the evening, they might remove little 

embroidery rings and begin work. Parsi women, 

after completing the day’s chores, would begin on 

the otla to observe the embroidery with interest. 

Bodhanwala knows that his mother Homai, learnt 

embroidery from these men. During the years 

1938–1942, Chinese peddlers taught the ladies of 

his household certain stitches and motifs. The 

peddlers carried their original patterns on black 

cloth. Once that they had finished copying a 

design, they leveled out the embroidery with 

small, sharp scissors. of these techniques and 

stitches were assimilated by Parsi women into 

their craft, adding their own myths and sacred 

symbols. Later, they incorporated the aari and 

mochi stitches, which they learnt from their 

Gujarati women friends. In the Deccan, Deccani 

Zari work began appearing on Parsi jhablas and 

children’s prayer caps or topis. 

It was during this way that Chinese embroidery 

became a part of Parsi craft. Mothers learnt these 

special skills and passed them on to a replacement 

generation of girls . They successively used this 

craft, and with the education and freedom Parsi 

women enjoyed, created businesses or professions 

for themselves. 

As times changed, and with the movement of the 

Parsis faraway from Gujarat into small apartments 

in urban centres, a way of life was lost. The large 

embroidery cupboards neither fitted into the flats 

of Bombay, nor could they be carried when Parsis 

migrated abroad. All that is still today are the 

products – the garas, jhablas and ijars which carry 

the memory of nation and its culture. 

As each culture faces the homogeneity of 

globalization, ethnic and cultural distinctions, 

including clothing, become how of recalling 
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identity. The UNESCO Parzor project has tried to 

draw the eye of the planet to the Parsi community. 

the keenness with which the standard Parsi has 

skilled Parzor’s Craft Research and Revival 

Module provides hope that this fragile yet distinct 

thread in world textile encounters will still add 

worth thereto tapestry which is India’s 

multicultural heritage. 

Fig. 

6:  Ashdeen the Designer House has re-created this complete 

China Chini or Chinese style gara.© ASHDEEN 

 

 

Fig. 5: The late Mrs. BhicooManekshaw of Delhi was the 

owner of this gara, made for an engagement in her family in 

the late 19th Century. It includes motifs of the Divine 

Fungus and plants which symbolize fertility, as well as 

scenes of lovers. The red colour was used for engagement 

garas following Indian tradition. © Parzor Archives. 

 

So, I make some sample motifs and garments 

manually and in Computer Aided Design 

Software. Some examples are given below: 
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During this work  I have tried to throw light on 

Banarasi Saree and rebirth of Parsi Embroidery 

and done a fusion of both. The purpose for these 

studies is to prohibitChinese/Japanese silk in India 

and to plug natural Banarasi silk which might also 

additionally supply employment to many artisans, 

and secondly mixing of Banarasi silk and Parsian 

motifs which might also additionally deliver a 

substitute identity to Parsian Craft and for revival 

the Parsian Craft and wish our weavers or artisans 

gets maximum advantages from this. 
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