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Abstract

This reflection focuses on an academic project oriented towards social innovation that involved a
partnership between the University of Beira Interior and Craft Lab Fundao, entities located in low-density
Portuguese territories marked by problems such as demographic decline, population aging, and the
consequent concern with the continuity of certain artisanal practices. A methodology was designed based
on participatory creative processes, on the learning of ancestral knowledge from artisans, on experimental
prototyping shared by these masters and future designers, and on the development of products with
emotional value, bearers of meaning and of collective memory. The same exercise implied an initial
reflection on techniques that, over time, have been applied in the production of artifacts at the service

of agriculture or the kitchens of rural houses and that can be continuously reinvented in response to the
problems of our time, considering the natural resources and cultural values of the context. On the other
hand, it was intended to deconstruct a creative process inherent to the area of industrial design,
recurrently based on standardization/serial production, and to stimulate other perspectives for future
designers focusing on the development of identity products which can contribute to the resilience of the
most isolated territories whose subsistence so often resides in the small-scale economy. The final
prototypes and creative processes were presented to the public in the “Matéria Prima é a Gardunha”
exhibition at Moagem, Fund3do, demonstrating that craft can be reinvented through crossing with design
methodologies consisting of a more critical attitude that considers contemporary society and its needs, and
that design can be humanized as a result of a more intense relation with handicrafts considering memories
and rich processes present in a heritage of vernacular objects.

Keywords: Craftsmanship, Product design, Collaborative processes

Introduction

In the 19th century, a fervent collective of artists and architects joined the Arts and Crafts movement,
which held that Art is Beautiful when it serves the people. They criticized the quantity and poor quality of
production in the Victorian period that resulted from the new industrial processes, and they worked as a
team according to what we would now call co-creation. The manual and artisanal value was exalted; each
product would have its own identity, however, resulting from a context, so there was an understanding of
design as a cultural value and a transforming instrument of society. Morris’s line of thought, like Ruskin’s,
was dominated by the idea of Art and Beauty, which both would discover in the works of the past and link
to a social theory. The Arts and Crafts movement sought to provide an alternative grounded in artisanal
production and the model of medieval guilds, and its motto was: “Let us convert our artists into artisans
and artisans into artists” (Campi, 2007, p. 110).
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After more than a century, it is undeniable that there is a growing interest in the revitalization of traditional
techniques such as basketry, pottery, weaving, and crafts that still exist throughout Portugal despite
adversity, framed in an activity that can be determinant for rethinking design, considering challenges such
as the Sustainable Development Goals. We aim to explore the possibilities raised by design for social
innovation and methods of greater community involvement in design understood as a process.

In the framework of the University of Beira Interior (UBI) Industrial Design course, we developed a project
in partnership with Craft Lab Fundao that was contextualized in the DES’SIDE iLab. This project was based
on unique learning with artisans and the exploration of the intersection of basketry and pottery, in addition
to digital fabrication. The fundamental objectives were as follows:
e todemonstrate to future designers that the answer to a problem does not always lie in industrial
production and high technology
e to make them aware of the role of design as a catalyst for change in society and in the world
through participatory methodologies and co-creation
e to understand that the practice of design is inscribed in a territory and must consider its
particularities, its production resources, and identity.

Providéncia and Silva highlight the fact that a wide range of professionals and agents is progressively
involved in the discussion of the future of production in a post-industrial economy: “An economy in which
massification becomes obsolete and unsustainable, and the surplus value of the product lies in its
provenance and the relational dimension it establishes with the consumer. An economy in which small-
scale businesses and experimentation around more sophisticated materials and processes can generate
innovation, and in which a dynamic network of small producers replaces large monolithic companies.”
(Albino et al., 2016, p. 11). In his most recent work, Walker (2023) underscores the importance of small
producers for greater social, economic, and environmental sustainability. Supported by the contribution of
E. F. Schumacher with his work Small is Beautiful: A study of economics as if people mattered, he notes that
smaller-scale businesses are better for people, place, and the creation of resilient economies and
emphasizes that small-scale, relatively nonaggressive technologies can give people the chance to enjoy
their work.

Handicrafts are part of a universe of small family businesses often integrated in low-density territories.
According to Albino (2017), “the concept of sustainability is also implicit in artisanal production processes,
shaped by a great and continuous care for the territories — the sustainability of the territories also depends
on the sustainability of their modes of production — assuming an ecological commitment” (p. 45). Given the
cultural, human, and sustainable dimensions of handicrafts and the risk of some ancestral knowledge being
lost, the industrial design degree from UBI established a partnership with Craft Lab Fund3ao that enabled
the development of experimental projects in search of shared and humanized solutions that value the
territory, its people, its natural resources, and its cultural values. This article presents a pedagogical project
in industrial design. In the same course, this challenge ran in parallel with developing a proposal for glass
packaging for an international competition in partnership with a company. In this sense, it demonstrated
that industrial design aims to address various problems that, in some instances, require solutions supported
by serial production through machining and other technological manufacturing processes. In contrast, in
others, solutions involve artisanal processes and the production of unique pieces or limited series.
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Design in context

In Portugal, events involving craft and design are multiplying, such as the creation of the Biennial of Arts
& Crafts | New Design in 2024. The work developed under the Saber Fazer Program, which aims to
preserve and enhance traditional arts and crafts in Portugal through the recognition of the importance of
artisanal production in contemporary society, responsible consumption, and sustainable development, is
well known. Other initiatives, such as Passa ao Futuro, Loulé Criativo, and Art(e)facts biennial have proven
the benefits that come from the (re)connection of design with craftsmanship.

In the context of the territory covered in this article, we must emphasize the Art(e)facts biennial in 2021.
This project was part of the program for Guarda’s Candidacy for the European Capital of Culture Region
2027, under the theme “Supernatural Togetherness”, which aimed to address the transmission and
renewal of priceless cultural heritage in the fields of pottery and basketry. We also highlight projects such
as the panels developed by Fernanda Fragateiro and the artisan Alberto Carvalhinho and the project “Wet
grafts; for the end of the concept of nature” by the artist Nuno Vicente and the ceramist Catia Pires, which
consisted of the development of an irrigation system and preservation of ecosystems in dry regions using
the technique of pottery to build “devices such as troughs or water tanks, suitable for various species to
survive in rural and urban spaces, free of ‘human action’, part of the Third Landscape, concept proposed
by Gilles Clément” (Duarte, 2021).

In artisanal products, native materials are preferred, techniques transmitted from generation to generation
are applied, and each product has an identity; we will hardly find two identical ones. Collective memories
are perpetuated, and feelings of affection or nostalgia are also awakened. In the case of Beira Interior, a
context explored in depth in this article, we speak of a territory marked by a tradition of simple and
functional objects linked to agriculture, as described in the work Popular Architecture in Portugal that
would systematize the results of the Survey of Portuguese Architecture (1955-1961) promoted by the
then National Union of Architects: “There are few industries in Beira and, even so, largely subsidiaries of
agriculture. The pitchers, the barrels and vats, the axes and hoes, the ploughs, the oxcarts, and a large
number of objects essential to the inhabitants of Beiras, serve the farmer, are manufactured in small
rudimentary workshops, traded mainly at fairs, and repeat centuries-old models, whose manufacturing
technique has been transmitted from generation to generation” (Lobo et al., 1998, p. 8).

The sense of resilience has always been part of the essence of Beira Interior and its low-density territories:
“In this region of the country, there is a proliferation of tough and brave people, whose epic has been the
millennial struggle to wrest scarce sustenance from the ungenerous soil. Men in whom such a struggle has
generated habits of work without truce or fainting, of sobriety, of economy and a deep-seated love for the
earth that resists them, but that feeds them and reveals to them the measure of their creative forces”
(Lobo et al., 1998, p. 8). Considering low-density territories as the context for this project, we started from
knowledge and experimentation with materials and techniques that form part of cultural heritage, such as
chestnut wood, used in the production of basketry typical of the village of Alcongosta, Fundao, among
other vegetable fibres.

Identity and memory are crucial qualities, meaning that the design project is not reduced to a merely
utilitarian response. On the other hand, the national and international context has changed, as have

behaviors and experiences, which means that some functions considered “utilitarian” in the past can
continue to be relevant, namely in the field of furniture and products for the table and kitchen, while
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others can be rethought. However, “some resist in their functionality: in the furniture, from the benches to
the chairs; in the kitchen, from objects for cooking, serving, transporting and preserving food, to jars for
containing and refreshing water; and even in the winery, in the use of amphorae for the production and
storage of wine. Food is one of the areas where there is a greater longevity of some utensils” because “they
result from a wise refinement of the alliance between function, form and material, developed by practical
experience over time and which can continue to have its relevance and relevance” (Ferreira, 2024, p. 68).
Handicrafts link cultural values and throughout history have played an essential role as autonomous
activities and as fundamental elements of the identity of multiple works of design and architecture.

Definition of the problem and objectives

The exercise “A matéria prima é a Gardunha” aims to provide a project experience to 3™-year industrial

design students that would allow an incursion into the territory of Beira Interior through the knowledge of

its cultural legacy and on-site learning with artisans who seek to perpetuate ancestral techniques in the
context of a residency promoted by Craft Lab Funddo. The project we present below focused on the
dialogue between future designers and artisans in the search for new formulas in response to changes in
society and the world. The project’s methodology continues to consider some industrial design strategies
even when applied to single products or limited series, although it is open to the particularities of craft
production — namely, asymmetries from piece to piece. Ancestral knowledge intersects with design;
techniques have been reinterpreted and rethought, and new responses to the needs of today’s society
have been developed through product projects on the hand scale, namely products for the home and
office, toys, accessories, lamps, acoustic modules, etc. The same project challenge would be contextualized
in the industrial design curricular unit 6 and in DES’SIDE ilab activities, under the supervision of Mdnica

Romaozinho and Cldudia Pedro. In the briefing, four general outcomes were outlined:

e Identifying, understanding, and valuing the primary native vegetable fibres and traditional techniques
used in basketry.

e Approaching the basketry heritage and possible intersection with traditional pottery of Beira Interior,
namely the typical cracked wooden technique of Gardunha, an objective proposed by Craft Lab Fundao
that we embraced with enthusiasm.

e Constructing a storytelling that is not exhausted in a simplistic and commercial formula that promotes
consumption for consumption’s sake but that brings us closer to the territory, nature, and
communities.

e Acquiring ancestral knowledge through collaborative processes with artisans that can be integrated
into their future professional design practice or research through design.

Collaborative processes and co-creation

At the beginning of the semester, the university team sought to outline the creative process together with
the Craft Lab Fund3o partners. The objectives to be achieved and standard rules were established, as were
the students’ presentations of intermediate results. In addition, a briefing was designed with an open
drawing containing a guiding schedule for all those involved in the process (teachers, students, and Craft
Lab). This was open to adjustments depending on group dynamics or critical factors. According to Masferrer
(2024), the basic requirement for a group to create together is a process that enables them to do so.
Therefore, it is essential to have a methodology, as there may be a well-defined objective with no clear idea
of how to achieve it. Sequential phases were developed, such as synchronic and diachronic research,
conceptualisation through sketches and mood boards, development of exploratory drawings, and
prototyping in approximation materials such as cardboard and other flexible options to simulate crisscross.
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This also included 3D printing and elaboration of the first elementary technical drawings that would enable
the prior production of components to be produced in pottery that would have to be finalized before the
residency. In May 2025, there was an apprenticeship in artisanal basketry techniques, rooted in the
weaving tradition, with experimental prototyping using real materials and adjustments to projects and
construction options. During the residency at Craft Lab Fundao from May 22 to 23, the students had the
opportunity to learn from Portuguese and Spanish artisans and to use local raw materials.

From this perspective, the idea of design as an isolated, individual creation is contradicted. Masferrer
(2024) shows that in creative processes, responsibilities can in fact be shared, ideas flow from one to the
other, processes are open, and they even take place in spaces without walls and in the same reflection. He
points out factors that favor the passage from solitary creation (the creative genius) to co-creation (the
multidisciplinary team creating in plain sight): high competitiveness in the creative industry, the need to be
constantly producing ideas, the global and inclusive approach that any idea must have nowadays, the
complexity of projects, which require the intervention of multiple disciplines, and the challenge of keeping
talent in companies. The same author also mentions that where previously we had a rigid categorization of
who was considered creative and who was not, nowadays we have teams that can be made up of
designers, strategists, creatives, and even programmers, accountants and CEOs, also highlighting the fact
that it is even becoming customary to include customers and users in the creation process.

Our methodology placed its primary focus on this experience and the knowledge of the artisans invited by
Craft Lab Fundao. The design of the products themselves served only as a starting point for the designer—
craftsman dialogue. A designer must know the materials and techniques and truly grasp them through
continuous experimentation. This knowledge contributes to the power of dialogue with artisans who hold
artisanal knowledge. Looking back at the example of Carlo Scarpa, Italian architect and designer, we
understand that the activity of a designer is not limited to the utilitarian response to a program; it is
fundamental to integrate the identity of places and communities into things and objects,

to imbue the project with a sensitive, humanistic vision. Scarpa combined brilliantly traditional materials
and construction solutions with reinforced concrete and iron. Above all, he was known for the way he
worked as a team with his carpenter friends in the company according to a relationship of respect and
humility. He spent long hours drawing and communicating his ideas, listening, arguing, and adapting
solutions according to the experience of those professionals. He knew the materials and knew how to
communicate and listen, having established a relationship of true friendship with some of his collaborators,
namely with Giovanni Anfodillo & Sons, the carpenters, who remarked: “Well, Professor Scarpa came to our
workshop and explained to us what to do and which materials to use. From the very beginning, | did not
doubt that he had an extraordinary understanding of our craft. He knew all the materials he wanted to use.
And he also knew all there was to know about wood. He sometimes even told me that he wanted to see a
piece of wood used in a certain way, and when | did not completely agree with him because it was
impossible to observe his suggestion, he listened to reason” (Cantz, 2003, p. 98). In the national context,
Coutinho (2015) refers to the way in which authors such as Raul Lino and Fernando Tdvora have defended
an approach to place and to knowledge of traditional materials and solutions as a basis for learning and
reference. Tavora, who participated in the Survey of Popular Architecture in Portugal (1955), valued the
integration of artisanal knowledge and the materials characteristic of each region, combining the
fundamentals of modernism with context and place.
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In the dialogue underlying the project “Matéria Prima é a Gardunha”, we found that design and exploratory
prototypes are fundamental as a means of communication between designers and artisans, not as an
imposition of preconceived ideas. Fortunately, the understanding of design today is increasingly moving
away from the solitary act of inventing objects or artifacts, the so-called author's design, and a progressive
focus on the impact of design at the economic and social level is envisaged, based on the idea of
participatory design that streamlines the dialogue between creators, community, entities, companies, and
industries: “A new design discipline is emerging. It builds traditional design skills to address social and
economic issues. It uses the design process to enable a wide range of disciplines and stakeholders to
collaborate. It develops practical, desirable solutions. It is an approach that places the individual at the
heart of new solutions and builds the capacity to innovate into organisations and institutions”

(Burns et al., 2006, p. 6).
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Figure 1: Organizational chart representing the creative processes. Credit: Monica Romdozinho.
The creative process included steps such as the initial delimitation of the problem through dialogue and

joint reflection within the partnership, ideation, and synthesis (Figure 1). But as Masferrer (2024) explains,
the creative process is also emotional, so it is important to include a star or activation phase that can be

47



alternated with other phases that the author systematizes in his work, such as the circle (initial reflection
around the problem), the square (synthesis of information), the open triangle (creation), or the closed
triangle (filtering), and which corresponds to a breath of fresh air for the team or an injection of energy in
their heads in case of mental exhaustion. The lunch break was the activation phase of this project, fostering
conviviality among the students, artisans, university professors, and partners of Craft Lab Fund3do. The
benefits of this type of participatory research can be summarized as follows: “Involving others in your
research project will let you: Learn from other people’s stories and experiences; Add to the information
you’ve found in ways you can’t imagine yourself; Test an application, a design, a workshop or a show; Put
yourself in a new environment and listen; Meet new people and have fun; Engage with the unexpected”
(Rasch et al., 2024, p. 39). Basically, it is a research process in design characterized by the so-called
iteration, which means that we repeat specific actions and that each new cycle of actions is based on the
findings of the previous one: “The iterative steps can simply involve testing a prototype and reflecting on
the results, then moving to a new variation of the prototype that can be tested again. Or it can be more
extensive, like designing a process that involves different collaborators, response groups or public
moments” (Rasch et al., 2024, p. 13).

Between pottery and basketry: Development of exploratory projects

Viewing the students’ final videos, which portray the process, it is evident that the emphasis is on this
dialogue rather than on the final product. The programs were defined and substantiated by the students,
grouped into the following typologies resulting from the interpretation of everyday needs and linked to
leisure and contact with nature: bowls, baskets for transporting flowers, suitcases, coverings, and screens.
In this article, we focus on case studies that reflect a diversity of scales and typologies — from furniture

or lighting solutions to hand-scale products such as handbags. The same examples also reveal distinctive
attitudes and points of view about the artifacts’ history, denoting in some cases a more faithful application
of traditional techniques in prototyping although applied in innovative products, and in others an
intersection between pottery and basketry that implied greater intermediary experimentation and risk, the
crossing of the same ancestral techniques with structures machined in CNC, or even the exclusive use of
basketry combining different fibres and sewing or weaving processes.

Santamaria, following a first synchronic analysis of typologies in basketry, decided to develop a product for
pets, considering his previous experience of contact with dogs, namely a bed, given the need to fill some
usual gaps in this typology, such as the use of materials that are not always recyclable and have little
durability (Figures 2-4). The concept was explored through sketches, and a mood board emerged from
interpreting the ritual of dogs’ circular movements before bed. Two clay bowls were also considered,
produced on the potter’s wheel: one with more capacity for water and the other for food. Catia Pires, the
Craft Lab designer, previously executed the bowls, which the student finished after the initial natural
drying, while the pieces were still malleable, improving the finish with a damp sponge. In the context of the
residence, wicker (Salix viminalis) was chosen for the bed due to its flexibility. After a first meeting with the
artisan Alberto Carvalhinho from Gongalo, adjustments to the design were decided in terms of
dimensioning the structure and simplifying the form, mainly due to the reduced time of the residency and
the fact that the artisan was supervising the execution of projects by other students from Fundao High
School and the Autonomous University of Madrid. Carvalhinho felt challenged by the project's function and
scale, and the student learned to execute the crucial steps, namely the cross with wicker rods (radiant ray
base), that is, the structure in which the wicker fibres are later intertwined while still wet (Ferreira,

2024, p. 395).
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Figures 2-3-4: “Gardunha & Pet”. Credit: Alberto Santamaria.

Other solutions resulted in the same way from a functional reinvention of the historical legacy but
considering the possibilities of fusion between pottery and basketry traditions. After an investigation
focused on basketry techniques (fibres and methods), pottery in its traditional and contemporary
perspectives, and the cultural analysis of Serra da Gardunha and its symbolic dimension, Quintans chose
the song “I have to shake” as a reference. For the same purpose, she used the Renderforest platform to
extract the sound waves of the same music, which she converted into circular shapes to be applied in the
lighting design to evoke that nostalgic melody symbolizing the end of a training path and the feeling of
“departure”. The production of ceramic bases was not linear. In this case, the student chose the technique
of basketry made from cracked chestnut wood (Castanea Sativa) typical of Alcongosta products
traditionally used for cherry picking. According to the textual content of the exhibition “One Hundred
Baskets” (Popular Art Museum, 2025, Lisbon), cracked wood basketry corresponds to the technique that
requires the largest number of utensils, followed by wicker, cane, giant feather grass, giant needle grass,
golden oats, rye straw, and palm.

Regarding cracked wood basketry, after the tree felling, a sickle is used to split the branches, as well as
metal and wooden wedges that, together with the hammer, allow the trunks to split. Then, the craftsman
prepares the wooden splints sitting on an easel, and secures them with a wedge carved with the quitelo or
cleaver, also called ferro de unha (nail iron). At Craft Lab, similar cutting equipment was built to mark the
desired splint width, a low-tech solution that contributed to greater accuracy. In the next step, the basket is
usually woven into the floor on a measuring base. In Alcongosta, the starting point is a checkered
perpendicular bottom, and the vertical planes are then traditionally finished with a wrapped rim; however,
in this project, the student opted for the folded-and-tucked solution. A knife was used to make cuts in the
splints, tapering their finish to bend them and finish the rim. After the artistic residency, the 3D modulation
of the objects and the visual communication of the products integrated in domestic environments were
carried out. The base was produced with the support of the Craft Lab ceramist previously referred to.
During the intermediate drying period, the student also made some adjustments to the modelling and
drilling (Figures 5-7).
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Figures 5-6-7: “Tenho de abalar”. Credit: Mariana Quintans.

Considering the thermal properties of the pottery and the resistance of the chestnut tree splints, Lopes’s
project consisted of the design of a wine cellar (Figures 8-10). The “S” shape represents the movement of
the hands intertwining fibres and shaping the clay in a dialogue between tradition and creativity. The
student communicated on his mood board that, more than a functional object, this wine rack is a tribute to
manual knowledge, to connection to the earth, and to the beauty of the handmade. In this project, digital
fabrication was initially used to construct the structure. The two “S” profiles were designed and cut on a
CNC machine, with perforations that allow them to relate to metal rods. Both the plywood of the profiles
and the bars are concealed by the checkered perpendicular weave made of chestnut wood. David Luenga
and Catia Pires supervised the artisanal processes. The bottlenecks are inserted in cylindrical clay modules
fitted into the “S” shape.

| Processo de producéo

Figures 8-9-10: Wine cellar. Credit: Rodrigo Lopes.

Finally, on the hybrid border between industrial and fashion design, we identify two projects. The “magic
pot”, Romdozinho’s creation, is based on experimentation around the giant feather grass from Sabugal and
techniques transmitted by Isabel Martins, one of the artisans (Figures 11-13). The giant feather grass (Stipa
Gigantea) is a filiform plant found in medium-altitude areas and on dry terrain. It has been used since
ancient times by artisans to weave and as a raw material for a variety of domestic objects, such as baskets,
mats, and brooms. Weaving began with a row of about 15 fibres, folded and sewn with 100% cotton
thread, serving as the starting point for defining an ellipse that generates the base using the coiled
technique, then sewn with whip stitch. The first, less firm stitches gave way to more defined, obstinate, and
parallel lines that united the rows. The desire to design and to create was strong. Still, a human experience
of rapprochement with nature, the textures and smell that the giant feather grass emanates, the tranquility
of an unhurried gesture, is also revealed. The student started prototyping in parallel with the design in
synergy and according to a cyclical creative process. The magic pot would, from the semantic point of view,
result from the attempt to fuse imagery with the archetype of a honey pot and a mountain or volcano
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erupting in the landscape. The handle, produced in chestnut wood and with its wrapped rim according to
Gardunha’s basketry traditions, would work as an asymmetric in the piece with its organic language and
apparently uncontrolled design.

Figures 11-12-13: “Magic pot”. Credit: Mdnica Roméozinho.

In the last project, developed by Barros with the support of Cristina Fonseca and Bruno Fonseca, the
intention was to create a versatile handbag that could be worn over the shoulder, vertically or horizontally,
inspired by the portable tubes used to carry sheets of paper and large drawings (Figures 14-16). Two
indigenous raw materials were crossed, the giant feather grass applied on the tops, one of them
corresponding to the opening, and the esparto on the main body. The esparto grass (Macrochloa tenacissi)
is a plant or vegetable fibre in abundance in the countryside, produced from two species of perennial grass
used in handicrafts, ropes, mats, basketry, and footwear (espadrilles, for example). The coiled-and-
whipstitch technique in warm colors was used for the giant feather grass applied to the lid and base of the
suitcase. The surface of the central cylinder was produced through the process of weaving small bundles of
esparto in a hand-woven wire loom. After the fibres were woven, the ends were hand-sewn to form the
suitcase’s cylindrical structure. However, the woven surface did not strictly correspond to the perimeter of
the previously executed tops, and this practice of sewing the central body too flexibly to the most rigid caps
imposed some constraints. The fringes of the rope used during the warping phase preceding the weaving
were intentionally preserved.

Figures 14-15-16: Bag. Credit: Christian Barros.
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Conclusions

Collaborative processes, such as those described in this article confirm that craft and design fields are not
hermetic and that design can be framed in a hybrid interval between rationality and emotion, between
foresight through design and the acceptance of deviation and imperfection. The artisans involved in the
residency demonstrated not only the added value of their technical knowledge, but, in some instances,
namely Chema (José Maria Gil Martin) and Pires, and Pires, deepened functional and ergonomic issues in
their handicraft production and highlighted handicrafts as an intellectual activity that requires a capacity
for constant renewal, as in the design field. The same event culminated with a talk promoted by Craft Lab
Funddo that sparked this debate, and all those days were a lesson in loco. The exhibition that opened on
July 11 was a result of a dedicated and serious initiative undertaken by Craft Lab Fundao, which has
invested in educating and raising awareness of new generations for the inestimable value of our collective
heritage, of which handicrafts are part, and the area of industrial design has decided to join this line

of research.

This collaborative pedagogical experience allowed us to systematize some fundamental observations:

e Knowledge of traditional techniques can contribute to the development of more sustainable design
projects in terms of autochthonous materials that reconnect the public with nature and territory,
avoiding long-distance material travelling and embracing solutions without cultural value.

e Understanding the impact of climate change on quantity and quality, the precarious conditions
of artisans’ professional practices derived from the political and financial framework, and the urgency
of a business model approach in this practice.

e Artisans and designers must reflect on and improve the best engagement model, considering that real
teamwork results from a balanced approach and assumed co-creation, and, consequently, a possible
co-authorship that is sometimes not transparent.

e Designers can contribute to the continuity of cultural legacies through the study of the artifacts and
archetypes of design evolution, the dialogue with master craftsmen, the rethinking of product types
considering contemporary society’s needs, innovative production processes, and improving the fusion
between these ancestral practices and design principles such as functionality, ergonomics, and
sustainability goals, among others.

e Crafts rely on unique products that can contribute to a more humanized design practice that values the
product construction of identity and storytelling.

A dialogue was established between craftsmanship and design, based on a relationship of equality and
respect, and not seen as another fashion or a passing trend, because it is grounded in effective knowledge
of the territory. As Daciano da Costa would say, “The designer must unveil and value the technician/artisan
(spontaneous designer) of the company, calling him to participate in the project, if he wants to value his
final product, which must be the mediator between all producers and final consumers (...) through a
comprehensive and open project methodology, with better results for all, eliminating rivalries to increase
the gap. The social cost of memory waste, as a component of corporate culture, is very high. Without the
accentuation of identity, the results derive from an impoverished Design” (Costa, 1998, pp. 44-45). In the
same way, Paoliello (2021) reflects on the dialogue triggered by a multidisciplinary team and two possible
scenarios of interaction: a team that is governed by a vertical hierarchy, “a power of those who give over
those who receive” or a more horizontal and open model, of sharing “collective responsibility for the well-
being of all”, of reciprocity on which her line of research is based: “It is about the invitation to do the work
with another, the inexistence of a single authorship, the discussion about the relevance of the gesture of
doing and thinking, the evaluation of the works that are presented as collaborative. This last point brings
with it the concept of collective, teamwork, responsibility, and participation” (pp. 16-17).
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There is a cultural heritage to preserve in Beira Interior, and, in this context, design must play a structural
role in perpetuating this legacy, reinterpreting and rethinking techniques, and equating new functional and
emotional responses to the needs of today’s society in the same way that handicrafts ensure the continuity
of ancestral techniques and the use of indigenous materials: “Designers need to make things that satisfy
people’s needs, in terms of function, in terms of being understandable and usable, and in terms of their
ability to deliver emotional satisfaction, pride and delight. In other words, the design must be thought of as
a total experience” (Norman, 2013, p. 293).
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