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The Zayandeh Roud has always been present in the works of Iranian artists, 
whether on the body of historical monuments or on painting canvases 

and cloths and warps and wefts of carpets or on works of decorative arts and 
accessories. But in the collection entitled “Zayandeh Roud Gold,” the artist has 
looked at the condition of this natural heritage site of Iran from a different 
perspective and created a collection of jewelry. The collection includes four 
half sets, each addressing the issue of Zayandeh Roud and its being dried 
up from a different viewpoint. Two of the sets have adopted the viewpoint 
of Si-o-Se-Pol, one depicting the Zayandeh Roud’s drying up and the other 
addressing the serious issue of subsidence and the gradual destruction of 
the bridge. One other piece introduces Khajou Bridge while the river was still 
flowing up until it completely dried up, and another one entitled “Hope” refers 
to liveliness and prosperity, represents the power of nature and relates the 
renewed flow of water over the dry riverbed and its encircling the bridges. The 
starting point of the idea has been the artist’s concern for reflecting the wound 
inflicted on the beautiful and unique body of Zayandeh Roud. The damage 
caused to the Zayandeh Roud, the vital artery of ancient Isfahan, should 
appear in the works of artists and be related repeatedly, and finding a solution 
for it should turn into a public demand. Therefore, the collection “Zayandeh 
Roud Gold” synthesizes the arts of enameling, gilding and stone carving 
(turquoise stone) to attract the audience’s attention to this important part of 
Iran’s natural heritage. The first step in the production of the collection has 
been representation of the subject and its ideation. The artist executed the 
final idea in “Zartaj” goldsmithing workshop in Isfahan and created fascinating 
rings, necklaces and earrings. 

Zayandeh Roud Gold
Handmade Objects Addressing the Life and Pains of an 
Important Part of Iran’s Natural Heritage
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I always enquired of masters in qalamkar (printed calico) 
workshops about uncommercial works. Later, I looked for 

some work they thought was somehow ruined or that maybe 
was not chosen by anyone. Disobedient colour stains, which ran 
through the cloth, attracted me to themselves. The repetitious 
arrangement of usual qalamkar works had bored me. I painted 
on qalamkar cloths and created new designs out of old forms. I 
tested dyeing, from our own traditional methods to Indonesian 
knots. I tried different types of handstamps, from batik to linocut 
and screen… I cut qalamkar works using scissors and put the 
pieces beside other cloths in garments, thus playing with cloths. I 
used qalamkar cloths in velvet garments, and these plays led me 
to the beauty of “velvet- qalamkar.” 
In my opinion, handicraft is an art that, due to its industrial 
nature, is repeatable. In order to avoid the repetition, it is 
inevitable that we find a way to renew the ideas and patterns, 
and the first challenge we face is exactly this new idea and 
pattern that obviously doesn’t grow on trees. One of the most 
known ways of achieving innovation in all disciplines is searching 
through current ideas and then synthesizing them. In order for a 
synthesis to become successful, apart from boldness, the nature 
and quality of those arts must be fully known to understand how 
they might sit together. There we face the second challenge: 
sometimes the synthesis is so tasteless that the audience 
instantly rejects it, and sometimes it is done with so much taste 
and artistic understanding that itself results in the flourishing of 
the base art or craft. After all, a prerequisite for any successful 
deconstructionist move is full understanding of the structure, 
since over time, the required maturity has been reached, and 
in other words, all possibilities have been exhausted, and now 
it’s time to create new possibilities, although not by ruining or 
ignoring the methods of our predecessors, but by learning from 
their valuable experiences.

Deconstructing
by Way of Handicrafts
Introducing the Concept of
Synthesis in Creative Crafts



A New Look at
Isfahan Handicrafts3
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I was born on May 7, 1949 in Sheikh Shaban, a village near 
Shahrekord. I was almost eight when my family moved 

to Isfahan. My father met Mahdi Nateqpour, a store owner 
in Tahdid Caravanserai. Mr Nateqpour was a khatam (inlay) 
artist, and since our house was close to his store, my father 
took me to him, and I became his apprentice and later 
his son-in-law. Back then, the whole process of making 
handicrafts, including khatam, was done by hand, and 
masters needed apprentices, and apprentices also needed 
to learn a skill and make money. But it was really tough for 
both masters and apprentices. They worked very hard to 
produce materials and create handicrafts and sell them. Now, 
all metal, wooden and bony materials needed for khatam 
are produced using machines. In addition, in those days, 
producing materials, creating handicrafts and selling them 
were all done in one workshop. But now, a group of people 
produce metal materials, another group produces wooden 
materials and yet another one produces bony materials. So, 
even producing materials is not done just in one workshop. In 
brief, we’ve had the division of labour in the field of khatam 
and that’s very good. The cornerstone of khatam is geometry. 
I don’t produce commercial works. My works are artistic and 
created in the Safavid style. So, I buy the materials and do 
all other stages of creating the works by myself. My most 
prominent khatam works include performing khatam on the 
doors of Imam Hussain’s Shrine in Karbala, the khatam box 
used for Imam Ja’far al-Sadiq’s sword in the Astan Quds 
Razavi Museum and performing khatam on the gereh-chini 
doors of a hussainiya in Najaf.   

Industrialization and 
Division of Labour Between 
Workshops Benefited 
Handicrafts
Saleh Qanbari, Khatam Artist
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I began qalamkar (printed calico) at the age 
of 13 and learned the skill from prominent 

qalamkar masters for ten years and then set up 
a workshop in Khorzuq, Isfahan. In my opinion, 
qalamkar has a lot of applications. We don’t 
make tablecloths, and it’s a pity that people call 
our work qalamkar tablecloth! Qalamkar fabrics 
can be used for curtains, furniture and almost 
everything else, and I wear qalamkar clothes 
to every exhibition I attend. Many people think 
qalamkar is a type of printing while we produce 
it traditionally and just how it was done during 
the Safavid period, without any machines. We 
make the templates ourselves. Fabric fringing is 
also done by hand and women do that at home. 
We use various types of colours in qalamkar, 
and they are all natural. Much work has been 
done in the field of qalamkar, but it needs to 
be advertised. People all around the world 
look for natural things, and our colours and 
fabrics are natural. Sometimes people order 
us, and we produce works based on their taste 
and style. We need tourists and export and 
advertisements.

Handicraft Needs 
to Be Advertised
Morteza Jafari, Qalamkar Artist
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I was born in the alley behind the Great Mosque 
(Masjed-e Jameh) of Isfahan and began metal 

engraving at the age of four, and it was during the 
Second World War. When I turned seven, engraving 
and art in general came to a standstill because the 
Allies left Iran, and no one else bought our works. After 
that, I worked in several engraving stores until I turned 
ten and began working on my own. One who works 
in the field of handicrafts is not necessarily an artist 
because they can imitate other people’s work or repeat 
what they’ve done before, without any creativity. If 
handicraft contains creation, it turns into art. Therefore, 
art means creation, and an artist is someone who 
creates something that didn’t exist before and no one 
can find something like that elsewhere. An artist is 
like a fruit; when the fruit is ripe, it falls off the tree, 
and the artist ripens just when they fall down (become 
humble and modest). I consider myself an artist to 
some extent and have always incorporated creativity 
and creation into my works. I’ve done every work just 
once and haven’t repeated them. I’ve never made 
work to order and always worked for myself. The vine 
represents the artist. It is the most fruitful and modest 
tree and I frequently include it in my works.  

A Handicraft Artist 
Is a Vine
Ali Zarifi Isfahani, Engraving Artist



Words Of Isfahan 
Handicraft Artists2
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The craft khatamkari (inlay) had been prosperous in 
Sepahan during the Safavid period. After preparing 

wood pieces and bones in various colors, the inlayer 
cuts them in the form of a triangle or a diamond, with 
the thickness of one to four millimeters and then rasp 
them. The design is drawn and these triangles are 
put together, glued, and tightened with a thread. The 
result is called parre. After the glue is dried, the thread 
is unfastened and the wood pieces are places next to 
each other and glued. In the next stage, golpichi, a 
hexagonal form called shamse is made by the metal 
wire, and six wires are sewn together around each side 
and tightened with a thread to get the star scheme. 
It is repeated until the final design obtained. Then it 
is placed under a press machine to be cut into thin 
sheets with a diameter of one millimeter. These thin 
layers are sticked on a thin wood piece and the original 
design is obtained. Later, the surface is covered with 
glue and the final shape is obtained by creating designs 
and through symmetry. Then comes the rasping and 
smoothing the surface. Lubrication and glazing are 
done using materials such as polyester.

Wood, Glue, Skill

Khatamkari
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The decoration of the building with mirror was first 
performed in the city of Qazvin, the capital of Shah 

Tahmasb I, and in the wall of his house, completed in 
1544. The most common designs were knot design, 
and framing was done in a variety of ways, especially 
in the decoration of the ceiling. About a hundred years 
ago, mirror along with stucco were used, and the use 
of colored glasses at a wider level, the creation of new 
designs such as flowers, bushes and Arabesque traceries 
as well as the use of mirror-like convex glass are some 
characteristics of the period. Mirroring begins with the 
examining the surface supposed to be decorated. The 
designing is done by the architect or mirroring master 
and is applied to the paper. The pieces of the mirror are 
tailored to fit the paper, and cut down on the paper in 
the form of a puzzle. In sophisticated designs, the paper 
is put on the wall, and drawn on with a piece of coal, 
but such prominent masters as Hossein Mer’atian do not 
need to do this. They began to paste the mirror pieces 
from the corners of the frame with the paste that was 
blended of compo and glue. Even based on the master’s 
skills, designing may also be done during the execution. 
After the gluing was finished, the surface is cleaned and 
polished. In the past, the mirror was made by the master. 
More skilled masters made more transparent mirrors with 
longer life spans. Mer’atian talks of his family’s mirroring 
workshop called mercury-house and also his father’s 
skill in mirroring, who has even installed convex mirrors 
for the Abbasi Hotel. Shahrzad’s Restaurant and the 
tomb of Sahib Ibn Abad are among his works. When his 
father goes to Hajj, Hussein completes the mausoleum 
of Ibn Abad’s tomb and also decorates the dome of 
Imam Zadeh, Abul Abbas Mohammad Khorasgan, with 
the mirrors. He also participates in the restoration of 
the house of A’lam, Jarchi Bashi Restaurant, House of 
Bekhradi and that of Shiran. Ali Mer’atian’s father has 
mirrored the Golestan Palace and Shams al-Amara. The 
youngest master of this generation is Mehdi Mer’atian, 
who is engaged in the creation of paintings on the back 
of the mirror, and in addition to the traditional mirroring, 
creates new techniques with the scattered pieces of 
mirrors. When you touch a good work of mirroring, it 
feels seamless and uniform. On the other hand, when the 
symmetrical figures are created correctly and the corners 
and angles of the edge are clean and accurate, a good 
mirroring is achieved

endless mirrors
Mirroring



What comes immediately to the mind after the 
phrase “Isfahan’s Handicrafts” is utterd is calico 

(Ghalamkar cloth). But when you ask people what 
calico is, you may hear different answers, like “single-
color tablecloth”! But what has been forgotten over 
time is the craft of calico because chintz making 
has replaced instead. In the market of Isfahan and 
people’s mind, chintz tablecloths are replaced as 
calico ones. But the craft has just been restored in the 
same traditional way in Isfahan. In the past, calico 
has been a de lux and expensive craft and limited to 
the court, as Dehkhoda defines in his Encyclopedia 
the word “Ghalamkari” as “a type of colorful woven 
textile on which figures and flowers are drawn by a 
brush”. In chintz making, the figures are drawn using 
a stereotype and a paint on a patterned cloth, yet a 
calico is drawn and painted by a brush, See The Persian 
Calico Collection by Ehsani, refers to the same fact 
in its introduction, as well as the Collection of Iranian 
Calico by Abdolhossein Ehsani, The Calico of the 
Safavid Period up to Now by Haleh Helali Esfahani, or 
Calico; its Past, Present, and Future by Alireza Khajeh 
Ahmad Attari among others. Depending on the usage, 
the figure is first drawn on the fabric; then the staining 
starts with special and high quality paints (the paints 
are higher than the usual standard and do not weaken 
after washing). All stages of production is done just by 
hand and brush.

A Forgotten 
Familiar!

Calico
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The first option for art-oriented tourists in Isfahan is, 
of course, painting. From Alireza Abbasi (side-page 

arrow: Artist of the Safavid era known for his powerful 
designs and drawings) who began a new chapter in 
painting, to contemporary Isfahani artists Who work 
on the canvas and display their artwork in galleries, 
and craftsmen who work on bone, paper, and ivory, 
and whose works are further classified as valuable 
handicrafts and valuable souvenirs of Isfahan, many 
generations have been attempting to keep this art-
craft alive and dynamic. Sepahan's painter artist first 
takes a proverb or poem from poets such as Hafez, 
Saadi and Maulana, and creates designs based on them 
on paper; each time a fresh design. Then, they apply 
the same design to the canvas, adding the coloring, 
drawing, decorating, illuminating, and arabesque 
traceries to create a painting for display in galleries and 
art exhibitions. Color and line have the main pillar in 
painting. For miniature paintings, various art schools 
have been defined including Baghdad, Seljuk, Tabriz 
I, Shiraz, Jalali, Shiraz I, Herat, Bukhara, Qazvin, 
Isfahan and Qajar. In Isfahan, single- iconography 
has been commonly used, focusing on the form of 
dresses and decorations, so that the types of turbans 
may be subject to study for this period. Different 
types of decorations on the clothes were arranged in 
the most artistic way, so that the figures of textiles of 
the paintings were the source of inspiration for fabric 
weavers and brocade weavers. On the other hand, 
facial expressions have been also found to be livelier 
and more realistic. Plant figures and portraying dense 
magnificent gardens and ornamental trees are also 
other features of this school. Single-portrait alongside 
single-iconography has also paved the way for the 
miniature of this era. Among the contemporary Isfahani 
artists who have a global reputation, are Javad Rostam 
Shirazi and Mahmoud Farshchian. Now you can find 
various painting shops in Isfahan's Dowlatkhane-ye 
Safavid, a place for selling paintings souvenirs and 
handicrafts of Isfahan.

Paintings of Isfahan 
School

Miniature Painting Artwork by Amir Houshang Jazizadeh
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One of the fun things of our childhood was when we 
would put small pieces of puzzles next to each other 

and make a complete image; just like a masterpiece 
that is obtained through a masterful layout; the 
Sepahan artists are also a master in putting pieces of 
puzzles next to each other and creating masterpieces. 
Mosaic (Muaraq) tile is one of the artistic puzzles made 
by Isfahani tile makers; they first execute the same 
size and shaped final pattern on paper. Thereafter, 
they tabulate and number the pattern and separate 
the pattern from paper using a tool called “Kaghazbor 
(paper-cutter)” and categorize them based on their 
color. Then they glue the cut pieces on the tiles with 
Sirishm (organic paste) and after the pieces have dried, 
they separate the pieces from each other using a tile-
carving axe. Then they poke a hole in those patterns 
with seeds using a Miqar (scraper), and they polish 
the pattern and then seed the Arabesque patterns; 
meaning that each pattern is fixed with its appropriate 
covering piece using Sirishm (organic paste) and the 
same numbered pieces are categorized and graded 
with each other so that the pattern become apparent 
through the pieces of tiles; then they arranged them 
from their backside on the ground and close up their 
sides with mud paste, and pour plaster mortar on their 
backside. After they are dried, the pieces are separated 
from the mold and are fixed in the right place using 
plaster and their back part is filled with grout mortar; 
the following rows are done in the same manner and 
then the papers placed on the tiles are washed out with 
water and their surface is clear.

A Puzzle of Tiles

MOSAIC (MUARAQ) TILE
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The smell of Aliye Khanum’s gheyme from the copper 
saucepan stimulates my appetite. In addition to 

gheyme, she serves the rice which has been prepared 
in a pot of copper for me on my plate. Every spoon I 
take, it seems that the beauty and color of her copper 
set will double in my eyes. She is so fond of dishes 
that, with a deep enthusiasm, we would visit the 
Naghsh-e Jahan Square in search of the Coppersmithy 
workshop bazaar. 
The Coppersmithy workshop bazaar is the noisiest of all 
in the Square. The 70 years old master with a hammer 
in his hand and eyes on the tray, beats it and the sound 
of the copper plate multiplied and copper songs echoes 
in the square. He says that these hammerings are all 
assumed as a fun, because the copper containers are 
mainly made with bending devices than hammerers, 
saving energy and time. 
However, to make a copper container, firstly, the rolled 
copper sheets that have reached the required thickness 
are cut to the dimensions required for the production 
of copper containers with a specified consignor and 
special steel scissors. These sheets are cut in circular 
diameters in different dimensions, which is called 
drafting. After this stage, the sheets are delivered to 
the masters, which is done in three ways. Part of the 
container production is fully automated in the form of 
pressing. Part of them, however, are prepared in the 
form of a semi- automated process, and still a small 
number are hammered by the hands of the masters 
over a longer period. 
In the next step, a layer of tin is plated into the 
container. The container is then placed on a fire and 
heated at a high temperature, being added some tin, 
and when it is in liquid state, the tin fluid is drained 
over all the internal parts of the container. After it has 
been washed, it is dried and prepared to be polished. 
Polishing is the very stage that gives the shining and 
beauty to the container. At this stage, a layer of dish 
is removed. At the last stage, on both sides of the 
container, a hole is created by the machine, and then 
the brass or copper handles that are already prepared 
and are placed on the container by some copper pins.

Symphony of the 
Naghsh-e Jahan 
Square

Coppersmithy 



Seven thousand years ago, human discovered metal, 
yet it took centuries for the enamels to sit on the 

gold during Achaemenids and on the daggers during 
the Sassanids. Vaziri regards decorating and carving 
on metals, among the handicrafts of the Persians and 
believes that the enamels known as Byzantine have 
been adapted from the Persian ones. The famous 
Iranianologist, Arthur Upham Pope, describes the 
enamel as a brilliant art of fire and soil, and especially 
considers the fullness of the enamel as an all-Persian 
craft.Among the varieties of enamel, painting enamel 
is the most familiar type of enamel in which before 
entering the enamel workshop, copper undergoes 
converting the copper sheet into the container, yielding 
a bright red one to become a fine turquoise. In the 
first step, the container is covered with a white and 
thick glaze, which requires at least three glazing and 
grilling steps. The glazed container is painted with 
vivid and brilliant techniques such as Arabesque and 
Khatai, Pardaz, flower and birds, hunting ground, 
etc. Depending on the individual’s skill, the figures 
are created directly on the container or transferred 
from the dipping paper. Then, the figures are painted 
and depending on the quality of the work, a polishing 
stage is done around them at the end. The container 
goes back to the furnace after painting. Since copper 
enters the enamel workshops, depending on the type 
of container and glaze, at least four steps of glazing 
and grill are required until the expulsion of the enamel 
ones. At the end, if necessary, the edges and bases are 
polished once again to create an impeccable work of 
art.

A Brilliant Art of 
Fire and Soil

Enamel
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As far as metal is concerned, filigree is the most 
delicate work. Many Isfahani families prefer to 

have filigree alongside expensive silverware, which is 
both lighter and finer and more affordable. To make 
filigreed containers, the patterns are prepared first and 
cut into pieces at the workshop. The round pattern is 
held with a wire and placed on a sheet of iron. Covered 
with wax, the thin copper, silver (in rare cases, gold) 
wires are twisted and flanged. The networked wires 
are sent to the ladies at home who insert thin wires 
into the wax in the form of a hook, blossom, figure, or 
tree, etc. Then they fill in the mold and send it to the 
workshop in order for the wax to be burned and seal 
the filled parts. The figures are obtained, assembled 
together and sent for plating. At this stage, the extra 
parts produced on the wires are removed by the acid 
and brush and then they enter the basins of nickel and 
then silver to be completely bleached, and reach the 
handicraft lovers. Filigree should be snow-white and 
a five-year warranty for no color change should be 
obtained from the purchaser.

Silver and Subtlety!

Filigree

12
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Turquoise gems are inlaid on the surface of utensils 
and jewelry so that the underlying metal and 

gemstones form a single body called firuze-kubi 
(turquoise inlaying), a registered trades of Isfahan 
crafts. Brass, silver, copper, steel, and bronze are 
among the metals that are host of green and blue 
gems of turquoise. The inlaid object should undergo the 
three phases of zargrabi, firuze-kubi and polishing. In 
other words, in the first stage, the craftsman chooses 
the object, identifying the part that needs to be inlaid 
and soldering its surrounding it with a thin metal string 
(of the object itself). On the other hand, dirt and dust 
from the mines of Mashhad, Neyshabur and Damghan 
are removed and separated by color and size. In the 
next step, the object is heated and sprayed a powder 
of varnish on the parts to be inlaid, so that the varnish 
powder is almost melted and covers the surface. 
Now the object looks like a fresh cake and is ready to 
decorate! One has to inlay turquoise gems on it, so 
that there are no fissures between the gems. After this 
step was done well and the spiked parts were cooled, 
it is time to polish it. The third stage is the polishing, 
and after it is done, the gems are transparent and the 
metal parts are shining with sesame oil or olive oil. 
Soleiman Sedighpur, a craftsman from Isfahan, when 
asked, states that in 1962, Mohammad Reza Hakimian, 
a craftsman from Mashhad, has come to his workshop 
in Isfahan and showed him turquoise inlaying. Then 
Sedighpur has managed to create turquoise inlaid 
dishes. Since then, the craft has so flourished in 
Isfahan and Mashhad that no one guess the history of 
this craft traces back only half a century.

A Turquoise Chirping

Turquoise Inlaying
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The sound of hammer and burin is heard from 
the engraving workshop of Imam Mall and the 

craftsman is busy working. He first fills inside or under 
the object with melted tar to be cool and firm later. 
Then the plan is prepared and placed on the brass drill 
to make some holes; then the surface of the metal is 
oiled in order for the map to fit on it and a figure is 
drawn with a charcoal powder. The charcoal powder 
passes through the holes on the map and sits on the 
metal surface and the shape of the figure is brought 
on it. When the engraving begins, the craft is done in 
several ways; in the embossing style (jondekari), the 
difference between the subject and the background 
is high, and the craftsman hits the back and front of 
the metal. In another method, qalamgiri, by creating 
the shadow and line in the background, the subject is 
represented and there is no level difference between 
the subject and the background. In the rizekari, by 
creating the context in the background, the original 
figure is shown, again with no level difference between 
the background and the figure; still in another method, 
i.e. monabbat, by creating at most two centimeters level 
difference between the subject and the background, 
the figure is realized on the metal. Also, by removing 
the background, the method moshabbak is done to 
realize the figure. The craftsman decorates the metal in 
the qalamgiri method by creating a scratch and groove 
on it. At the end of the engraving process, the tar is 
melted and removed from the inside, rinsing the surface 
with such materials as petrol to completely remove the 
remaining tar.

The Art of Hammer 
and Burin

Engraving



Stories from
Selected Handicrafts
Of Isfahan1
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On December 12, 2015, the United Nations Educational, Scientific and 
Cultural Organization (UNESCO) registered Isfahan as a Creative City 

of Crafts and Folk Art in the UNESCO Creative Cities Network (UCCN). In 
2013, Isfahan Organization of Cultural Heritage, Tourism and Handicrafts 
had nominated Isfahan as a creative city in the field of handicrafts and 
traditional arts, and after approval by the province’s officials, a specialized 
committee was formed under the direction of Isfahan Academic Center 
for Education, Culture and Research (Jahad-e Daneshgahi) and a number 
of experts on handicraft, and in collaboration with Isfahan Municipality 
Centre for International Affairs. The case was then submitted to UNESCO. 
To choose a city as a creative one, UNESCO examines the existing 
infrastructure in relation to the subject in question. Therefore, issues like 
the city’s number of artists and craftsmen, the number of handicrafts 
stores (centers for selling and exporting handicrafts), the number of 
handicrafts workshops, the number of higher education institutions in the 
field of handicrafts, the quantity and quality of general and professional 
education in this regard, the number of handicrafts exhibitions and the 
number of specialized libraries on the subject of handicrafts led Isfahan 
to join the UNESCO Creative Cities Network. The network was created 
in 2004 and now has 116 members. In the current year, 47 cities in 33 
countries worldwide joined the network as members. Besides Isfahan, 
six other cities were also entitled a “Creative City of Crafts and Folk 
Art” in the current year. If you visit the website of UCCN, you’ll find the 
names of 55 cities on the list, including Al-Ahsa in Saudi Arabia, Areguá 
in Paraguay, Aswan in Egypt, Ayacucho in Peru, Baguio in the Philippines, 
Bamyan in Afghanistan, Bandar Abbas in Iran, Barcelos in Portugal, 
Biella in Italy, Cairo in Egypt, Caldas da Rainha in Portugal, Carrara in 
Italy, Chiang Mai in Thailand, Chordeleg in Ecuador, Durán in Ecuador, 
Fabriano in Italy, Gabrovo in Bulgaria, Icheon in South Korea, Isfahan in 
Iran, Jacmel in Haiti, Jaipur in India, Jinju in South Korea, João Pessoa 
in Brazil, Kanazawa in Japan, Kargopol in Russia, Kütahya in Turkey, 
Limoges in France, Lubumbashi in Congo, Madaba in Jordan, Nassau in the 
Bahamas, Ouagadougou in Burkina Faso, Paducah in the USA, Pekalongan 
in Indonesia, Porto-Novo in Benin, San Cristóbal de las Casas in Mexico, 
Santa Fe in the USA, Sharjah in the UAE, Sheki in Azerbaijan, Sokodé in 
Togo, Sukhothai in Thailand, Tetouan in Morocco, Trinidad in Cuba, Tunis in 
Tunisia, Viljandi in Estonia.

Isfahan, a Creative City of 
Crafts and Folk Art
Isfahan Joined the UNESCO Creative Cities Network



Isfahan handicrafts are among the most original works of art and handicraft 
in the world. The unmatched variety of arts and crafts in tens of branches 

and hundreds of subcategories turned the city into a unique collection and an 
authentic centre for artists and art lovers. 
The historical city of Isfahan is located in the centre of Iran and is the third 
largest city in the country by area and population. Isfahan is renowned and 
pre-eminent in regard to the production of art and the abundance of live and 
prevalent art branches, not only in Iran but also in the whole world. 
Due to its distinguished position in the field of handicrafts, Isfahan joined the 
UNESCO Creative Cities Network (UCCN) in 2015. 
The urban management of Isfahan is aiming at the development and 
promotion of crafts and folk art in the city, thus trying to build networks and 
promote convergence among governmental institutions, artists and all other 
players in the field of handicrafts. 
In the end, I would like to appreciate the efforts of colleagues in the 
Department of Human Resources Management and Development, especially 
the Office of Creativity and Innovation, who organized, in collaboration with 
other organizations and institutions, a series of events in celebration of the 
World Handicrafts Day.

Creating Convergence to 
Promote Handicrafts Is 
the Goal of Isfahan Urban 
Management
Ali Ghasemzadeh, Mayor of Isfahan
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