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INSPIRING CASES

Unfold / L’Artisan Electronique: the 3D ceramic printer

In 2010, Unfold, a design firm run by Claire Warnier and Dries Verbruggen (BE), devel-
oped along with designer Tim Knapen the L’Artisan Electronique, a 3D ceramic printer that 
seamlessly blends artisanal pottery methods with the newest technologies. With the use 
of a virtual potter’s wheel, forms can be designed that the 3D printer meticulously prints 
out in clay, layer upon layer.

How does it work?
To begin, you design the shape of your object. You shape your creation as you would 
do on a traditional potter’s wheel, only there is no clay, just air. By moving your hand 
above the virtual potter’s wheel, you touch a green laser beam. This projects the form 
that you moulded in the air, behind the wheel. The turning digital cylinder thus chang-
es each time your hand touches the laser beam. The endresult is saved in a database. 
On the other side of the table, the 3D printer produces the virtual design in material 
form. Thin rolls of clay are extruded layer upon layer on a downward-moving surface. It 
is a slow process, because the printing of an object only 10 cm high requires one hour. 
Once the object is fully printed, it only needs to dry.

>	 Curious? Watch the film clips on www.unfold.be 
	 www.unfold.be/pages/l-artisan-electronique

For L’Artisan Electronique, Unfold converted a 3D printer into a clay printer. They used 
an open-source design from a printer head for glazing cakes and replaced the glaze with 
clay. With a normal 3D printer, thermoplastics (plastics that become soft when heated) are 
used. The printer head warms up the material until it is fluid, which once printed, hardens 
when cooled. Printing with clay is done with an air compressor. While with a 3D printer 
usually an exact copy is printed from the 3D digital design, irregularities (for example from 
an air bubble during printing) are possible with a 3D ceramic printer. Each object that 
comes out of the 3D ceramic printer is therefore unique!

With L’Artisan Electronique, Unfold very closely approaches the centuries-old technique 
of the spiral-forming construction of ceramics by means of clay coils, but translates this 
to the 21st Century. Thus, Unfold seamlessly bridges the gap between traditional crafts 
and high-tech design!

www.unfold.be
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1. Safeguarding

Safeguarding is taking action! The future of crafts is dependent upon the efforts that all of 

us together put out in order to safeguard craft-related skills. As you can read on page 28, the 

safeguarding of Intangible Cultural Heritage (ICH) consists of the initiatives that ensure which 

traditions are being transmitted and can thus thrive in the future. 

If a tradition is thriving, often safeguarding occurs spontaneously and unconsciously. Howev-

er, within the context of safeguarding it is not a bad idea to chart the possible (future) problems 

and needs, so that they can be attended to proactively and solutions and new actions can be 

sought after. Safeguarding thus also consists in the creation of possibilities. 

Safeguarding can only succeed if it happens to the scale of a specific tradition and context. 

However, we gain more insight into the workings of numerous possible safeguarding actions 

whenever we bring them together with other comparable safeguarding measures.

For a better overview and understanding of the safeguarding practice, we use 5 major types of 

safeguarding measures:

•	 Identification & documentation

•	 Research

•	 Communication & sensitisation

•	 Transfer (transmission)

•	 Revitalisation

Here below we go over them, one by one, and zoom in on ‘modernising’ because this is espe-

cially relevant with respect to crafts.

2. IDENTIFYING AND DOCUMENTING

IDE NTIF YING

Identification is the start. To identify is the process of acknowledging and denominating a tra-

dition as Intangible Cultural Heritage (ICH) by the heritage community itself. Without identify-

ing, there is no ICH. It is up to the heritage community (the craftsmen, inter alia) to identify the 

craft-related skills as intangible heritage, to list these skills and describe the context.

As has been already said, the UNESCO Convention requested the States Parties to the Conven-

tion to establish inventories. Since the ratification of the Convention in Belgium, just as in other 

countries, the compiling of inventories regarding ICH has begun. The Inventory of Intangible 
Cultural Heritage in Flanders was initiated in 2008. It deals with a steadily growing overview 

of intangible heritage in Flanders and safeguarding practices. The heritage communities can 

nominate their ICH practice for acknowledgement on this Inventory. 

After receiving advice from an expert committee, which checks to see if different criteria are 

met, the Flemish Government can acknowledge an ICH practice.  

Since 2012, moreover, the accessibility to the Inventory of Intangible Cultural Heritage in Flanders 
has significantly been increased with the creation of a digital platform: www.immaterieelerf-

goed.be. The signing up of traditions can be done simply and quickly by the heritage communi-

ties themselves. As such, the overview of craft-related practices that are found to be valuable 

also grows and their visibility is raised. An extra bonus is that the safeguarding measures that 

are developed around these practices are also put into the picture and can inspire others.

The identifying of the intangible heritage likewise helps to highlight the crafts’ practices that 

are under pressure and are threatened with extinction. These include small-scale, exceptional 

or specialised crafts that perhaps lack economic relevance, yet indeed possess important so-

cietal or heritage values. Once this threatened heritage is identified, then urgent safeguarding 

measures can be undertaken.

★	 A few examples of ICH inventories that are digitally available:
	 www.immaterieelerfgoed.be, www.lebendige-traditionen.ch, http://ichpedia.org

★	 An example of a specific register regarding crafts:
	 www.maihaugen.no/en/norsk-handverksutvikling/register-of-craftsmen-and-craft-enterprises

★	 The UNESCO Representative List can also be viewed as a worldwide
	 and growing inventory of ICH:
	 www.unesco.org/culture/ich

DOCUME NTING

Documenting goes a step further than identifying. It means that the Intangible Cultural Her-

itage (ICH) is described in its current state and diversity, and that all usefull documentation 

that is related to it is collected. It is important to keep in mind that documenting is always a 

recording in time and of how a tradition appears at that moment. Intangible heritage remains 

a dynamic entity and documentation must not lead to the stagnation of a tradition.

Documentation is the memory of an ICH element. It shows the evolution of traditions through 

time and places them in a perspective of time. It shows how norms, people, social context, cli-
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mate and world order change and have an important influence on intangible heritage. Howev-

er, it can also serve as a back up if things begin to go poorly for a certain tradition. Thus it is not 

only the memory, but also a mnemonic device that can be reverted to if necessary. Document-

ing is not a goal in itself, but is done in order to safeguard ICH and streghten its dynamics.

Documenting can be done by text, sound and image and on different types of media. It can deal 

with descriptions, image reports, audio recordings, moving images and so forth. However, the 

collecting of archive material, books, objects, tools and machines that have a connection with 

the craft is also very important. The more diverse, the better, but it must be taken into account 

that not everything can be retained, because it requires space as well as care! Therefore, also 

make use of the various digital and on-line possibilities that we have at our disposal and when 

necessary, use crowdsourcing. 

In the function of safeguarding craft-related skills, it is important to pay attention to regis-

tering and documenting as well as possible the techniques with an eye towards transmission. 

Transmission ideally occurs live between master and apprentice, but can also be supported by 

instructions or recorded demonstrations of how techniques and skills are carried out. More on 

this under the term Transmission (p131). In addition, with regards to documenting it is also of 

crucial importance to pay attention to the materials and the extended toolkit that craftsmen 

use. Without hand tools, machines, machinery parts and instructions and other working ma-

terials, crafts cannot be practised. The knowhow and the necessary material for the mainte-

nance and repairs of the work material must also be ensured. 

Consider working with local heritage workers and regional experts when it comes to docu-

menting. They have experience with the collecting, registering and describing of heritage. They 

can also guide you to various existing tools and digital platforms such as image and story data-

banks. In addition, they can also assist with the preserving and sharing of intangible heritage. 

Definitely consider making the documentary material that you collected publicly accessible 

through, for example, thematic exhibitions, an informative website, a publication and so on. It 

can be valuable for others in the field, but it can also contribute to the sensitisation of a broader 

public. In conclusion: documenting is a time-consuming endeavour, thus definitely call for as-

sistance from enthusiastic volunteers and join forces when possible!

★	 Portail Documentaire des Métiers d’Art — In the on-line catalogue of the knowledge 
centre of the French Institut National des Métiers d’Art, you can find references to hundreds of 
books, articles and documentaries on crafts. Moreover, there are thematic and sector-based 
files available, for example, on innovation, design or employment; or, about metal, glass or 
graphic arts.

	 www.portaildoc-inma.org

★	 Ambacht in Beeld — The film festival Ambacht in Beeld (Amsterdam, NL) is a realisation of 
the Windy Miller Foundation (Stichting Windy Miller). The goal of this foundation is the produc-
tion and making of documentaries and films on crafts, and films that promote the safeguarding 
of cultural heritage. In addition, they also organise workshops and other forms of information 
in this area. At the film festival, documentaries about crafts are shown and workshops and 
master classes take place as well. At the same time, it is an international symposium that 
focuses on crafts.

	 www.windymiller.nl
>	 The trailer of the documentary on the restoration of the windmill De Huisman, made by the 

cultural anthropologist and documentary maker Wendy van Wilgenburg can be seen via: 
	 www.windymiller.nl/?id=43

3. RESEARCH

Research is used for gaining a better understanding and maintaining the viability of Intangible 

Cultural Heritage (ICH). The spectrum of possible research domains is especially broad. Histori-

cal research shows how traditions evolved through time, which trends or events caused those 

evolutions and what the response was. However, in addition, research on the contemporary 

aspects and the safeguarding of ICH is also necessary. This includes research that on the one 

hand zeroes in on specific practices or techniques, and on the other hand, research that looks 

into more general developments, themes, processes or methods. It is research that can lead 

to the optimisation of the safeguarding of ICH and that can be fodder for policy recommenda-

tions.

Which type of research can be useful for crafts? Research into types of techniques and materi-

als that can ensure that certain instruments necessary for the continuance of a tradition, enjoy 

a longer life, are more handy in usage, or fulfill their function better than before. Research of 

new application possibilities for craft-related techniques and uses also belong to the possibili-

ties. Further, research into potential crossovers with other disciplines and sectors in order to 

achieve innovations of products, materials, techniques or processes. There is also need for re-

search into possible forms of transmission to scale for crafts. Research that takes into account 

the specific thresholds, the current educational context and the opportunities that the new 

techniques provide, in order to arrive at realistic and applicable methods and formats. In addi-

tion, economical or quality of life studies that can provide tools to strengthen crafts or that can 

offer inspiration for attracting a new or broader public are an option. With an eye towards the 

future, it is likewise important to study more closely the societal challenges with which crafts 

will be confronted. Research into the influence of tourism on ICH and crafts, for example, or 

how a response can be given to current themes such as sustainability and ecology. More than 

enough inspiration here for interesting starting points!
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Oral history is a greatly used method for documenting and researching traditions. However, 

methodologies that ethnologists and anthropologists apply, such as field work, participatory 

observation, action-based research or audio-visual anthropology, can just as well be inspiring 

and enriching.

For research, collaboration is a must. Universities, high schools, research institutions, heritage 

organisations, journalists, regional expert associations, volunteers and so forth can all contrib-

ute to the research of ICH. Just submit possible research questions to the world and make them 

known to relevant players and institutions as potential theses subjects and research themes. 

Consider crowdsourcing if you want to gather knowledge that is not to be found in books or 

archives, but is rather found in the minds of many.

4. COMMUNICATING AND SENSITISING 

Communication and sensitisation are perhaps, in fact, the aspects of safeguarding that we 

most urgently need and can be an enormous support for crafts. For, to be unknown is to be 

unloved. If people are not warmed up to crafts, then there is no support. Everything depends 

upon ‘the demand for’. If that is lacking, the continued survival of crafts becomes threatened. 

All other safeguarding measures are then primarily artificial maintenance actions. The demand 

and consumer value are essential for crafts. Demand can be created or enhanced by, among 

other things, setting crafts in a positive light and thus raising the awareness and appreciation 

with the public. All hands on deck in order to work on communication!

In Flanders, for example, the Inventory for ICH and the platform www.immaterieelerfgoed.be 

are constructed as general instruments to stimulate the awareness and recognition of ICH. 

However, in addition, directed communication actions are necessary to acquaint a broader 

public with crafts. The (mass)media and tourism are appropriate channels with impact here. 

Yet, beware: a too great or sudden increase of attention can also be harmful. Therefore, it is 

important to have dosing, involvement and participation from the heritage communities. Tra-

ditions must not only be amped up for the expectations of tourists or the public. It must not 

affect their dynamic and often small-scale character. 

A strong point of intangible heritage is that it is living and contemporary, and that is appealing. 

It shows that heritage is not something foreign to our daily life nor is found in an unfamiliar and 

distant past. Crafts have more trumps to play: people are curious about how things are made 

and are very excited about stories of passion. Play that ace! Work on adjusting the image of 

crafts. Ensure that they are no longer perceived as old-fashioned, that reality and image come 

together and that renewal and innovation likewise come into focus.

Depending upon the objectives and needs, certain target audiences are more interesting than 

others: policymakers, corporate world, education, the general public …. Choose with precision! 

And, determine your channels with respect to your target group and message. Those who, for 

example, are primarily in search of customers chose different channels and media than those 

who need volunteers and helping hands. Children and adolescents are a target group that de-

serve extra attention because they are the craftsmen and women as well as the consumers of 

the future. More about this below under ‘Education (p. 133)’.

Here again, collaboration is the message. Research where points of contact lie and how the 

communication can be stronger by a collective story. Work with various partners (for example, 

culture, leisure time, tourism, merchants …) and cash in on existing events or activities where 

you will already find your target audience. Also, devise striking events and formats that are 

quickly picked up by the media. Don’t be repelled by lighter activities. They bring out a large 

public that often is coming to try something for the first time. Demonstrations and crafts mar-

kets remain successful outings. Folklore exerts an especially strong power of attraction. Win 

your public over, but surprise them too. Avoid exhibitions in so-called traditional clothing or 

settings, and instead show the face of modern makers. And, as a final tip: use the new media 

and the Internet. Increase the visibility with disseminating film clips via YouTube, a website, a 

Pinterest page or by starting a blog, and so on.

>	 Need tips for marketing? Then look on page 86. 

★	 Les Journées Européennes des Métiers d’Arts — During Les Journées Européennes 
des Métiers d’Arts, crafts come to the fore in various places in Europe – Italy, Spain, France 
…. Craftsmen open their studios to visitors, organise workshops or go into collaborations with 
museums or heritage sites. The focus of these days is on materials, techniques, sharing knowl-
edge, innovation, transmission and discovery.

	 www.journeesdesmetiersdart.fr/en-europe

★	 Urban Crafts — Urban Crafts is a competition for young makers, but is also an on-line TV 
channel (Urban Crafts TV) that gives creative people the chance to present themselves and 
their own craft in a two-minute long film clip. Urban Crafts has an eye out for new crafts as well 
as old ones that have had an upgrade. Urban Crafters are presented as dynamic personalities 
that know about getting busy and know how to combine high-tech with centuries-old tech-
niques. Urban Crafts makes crafts trendy for a young audience.

	 www.urbancrafts.tv

★	 Meesterlijk — Meesterlijk is a three-day event that takes place in the Amsterdam Wester-
gasfabriek and that offers Dutch designers and craftsmen a forum in which they can highlight 
their products and sell them. During Meesterlijk, there are also lectures, which illustrate crafts-
manship through the ages and you can see craftsmen working on site.

	 www.meesterlijk.nu
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★	 Crafts Skills Awards — The Craft Skills Awards are given out in Great Britain to laureates 
(individuals, companies, organisations or groups) that have exhibited good practice in the past 
year in the area of the development of crafts. There are awards given out on the basis of a 
number of categories. For example, there are awards for the encouragement of craft-related 
skills in an educational environment, in an informal setting or on the work floor, and an award 
for the successful attainment of a new and diverse audience.

	 www.ccskills.org.uk/craftskillsawards

★	 Maison d’Exceptions — Maison d’Exceptions is an on-line magazine that collects know-
how on fashion and textiles and presents this knowledge to the public from various angles. The 
expertise of craftsmen, producers, designers, museums, schools as well as artists are offered 
in all types of articles.

	 www.maisondexceptions.com

★	 ARTESOL — Artesanato Solidàrio is a Brazilian organisation with the aim of contributing to 
the safeguarding and development of traditional craftwork in areas of Brazil with low human 
development indices. With the support of diverse partners, ArteSol has developed around one 
hundred projects in 17 of the country’s 26 federal states. These projects have benefitted ap-
proximately five thousand craftsmen and their families: producers of pottery, weavings, lace 
and embroidery work, wooden and clay sculptures, musical instruments and toys, among other 
artefacts made primarily by women. The creation of a Network became the main goal of this or-
ganisation since 2012. This Network’s objective is to develop a specific website allowing direct 
contact with associations, cooperatives, masters, craftsmen and their commercial partners, 
i.e., agents belonging to the productive chain of traditional craftwork. 

	 www.artesol.org.br/site/english/ 

E DUCATION

Children and youths hold the future in their hands. It is of double profit to get them interested 

in crafts. For, what is learned in youth, is done in old age. Education is the magnifying step for 

sensitisation. Education means that children and youths, as well as adults, are made curious 

and are informed about crafts. And who knows, they might be stimulated enough to one day 

make a vocation of crafts themselves. Education though, differs from transmission. Transmis-

sion deals with the effective transfer, the teaching of craft-related techniques. Education is 

merely providing information on the topic and hopefully something catches hold from within. 

Educational initiatives for crafts can begin with various players: schools, public works of 

heritage institutions, social-cultural work, craftsmen themselves and so on. It can deal with 

demonstrations, initiations, workshops, educational packets, studios, tours, lectures, courses 

or perhaps other, more surprising formats. For, it is not always easy to reach youths, or even 

schools or teachers. Thus, here again the golden rule applies: strength in numbers! 

★	 IJzer en Vuur! — IJzer en Vuur! (BE) tries to keep the craft of the smithy alive. The organisa-
tion organises workshops and trainings in the areas of welding, bronze pouring and silver-
smithing, among others. For this, IJzer en Vuur! developed a mobile studio with which they 
can give initiation sessions for a broad public as well as finishing and specialisation courses 
for professionals. In addition, IJzer en Vuur! tries to initiate collaborations with schools and 
supports novices where possible. Together with a number of partners IJzer en Vuur! seeks to 
garner attention for the art of smiths via exhibitions and lectures.

	 www.ijzerenvuur.be

5. TRANSMISSION

Transmission is what keeps Intangible Cultural Heritage (ICH) really alive because it guaran-

tees passing it on to future generations. Whereas education primarily deals with ‘learning 

about’, transmission deals with ‘learning to do’. It is the grasping and embodying of practices, 

skills, knowledge and ideas. If the transference cannot be safeguarded, then the craft practice 

threatens to die out. The new or other actions that are undertaken in such a case, we call trans-

mission. 

Transmission can occur either formally or informally. It can make use of various methods and 

supporting media and can occur on different levels and depths. The most expedient ways to 

pass along traditions are those of master and apprentice, or via workshops, courses, lesson 
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packets and trainings. However, in addition to this, new forms of transmission may also be 

sought out. The current society offers challenges, but also opportunities. The digital media, for 

example, can be implemented for the producing and sharing online of how-to film clips. Mov-

ing images are a strong teaser that can bring the production process into focus step by step and 

can be viewed by a large group of people. The newest technologies can go yet a step further: 3D 

scanners, for example, should be able to register the movements of craftsmen even more accu-

rately. Documenting, researching and transmission can thus go hand in hand and strengthen 

each other. The World Wide Web: the ideal place to share information and instructions; and 

on-line fora: the ideal places to exchange questions and answers.

As already mentioned, transmission is inhibited by a number of factors. The transferring 

of craft-related knowledge and technique from one person to the other is not a given and 

is very time consuming. A large portion of the knowhow is unconscious knowledge that is 

difficult to put into words and skills are developed as embodied knowledge by the crafts-

man. The transmission is additionally hindered by the slowness and sense of detail inherent 

in the learning process of crafts. It can take a long time before you master a skill or craft 

completely.

In addition, transmission is also inhibited by economic reflexes. There is a high economic 

pressure for companies with a focus on production and limited attention for transmission of 

knowledge as a consequence. However, there also exists a significant protectionism around 

built-up knowledge amongst craftsmen and companies. Knowledge and techniques are es-

pecially valuable and frequently company secrets.

Within education, the poor image of crafts still plays a part in the influx in technical and 

vocational trainings. In addition, there is also the perspective of employment, a crucial fac-

tor that must be tackled. Yet, there are also positive signals and there are opportunities for 

transmission within the renewed public interest for crafts. It brings along a new interest for 

evening classes, part-time or adult education.

It is important to keep focussing on the quality of transmission. The time and practice that it 

demands to master craft-related skills must not be underestimated and specialisation must 

belong to the options. Pedagogical qualities must also be examined and sharpened, because a 

good craftsman is not necessarily a good teacher. Moreover, the transferring of skills demands 

specific methodologies. Further research on this is necessary if we wish to enhance and facili-

tate the learning processes and if we wish to assist and support the craftsmen and teachers as 

well as possible in the transmission of their skills.

Transmission demands a specific attitude and preparedness for sharing knowledge, an aware-

ness of the importance of the transferring of crafts and future-oriented thinking. Transmission 

is no simple process and the transferring of knowledge and skills is seldom black and white, 

but is generally complex and multi-layered. It is primarily a question of undertaking action 

jointly with all of the players that are involved in the transmission of craft-related techniques, 

of working together and exchanging expertise.

Because of the importance of transmission, here below we go even deeper into a number of 

aspects. The context of education – because a large part of the transmission of craft-related 

techniques now passes through the education system – and we also look at a number of in-

ternational examples and what the possibilities of Living Human Treasures are, a concept that 

UNESCO uses. Furthermore, we go deeper into some obvious opportunities regarding the ex-

change of competences and the sharing of knowledge.

★	 Traditional Maritime Skills — Traditional Maritime Skills (a collective initiative of Bel-
gium, Holland and England) looks for ways to combat the disappearing of knowledge of the 
construction of traditional boats and ships. The project engages in the transmission of the 
skills by offering training programmes, making promotional material available and developing 
a unique, virtual learning platform. On the website, you find 85 important shipbuilding skills 
documented by way of step-by-step instructions, photographs, interviews with experienced, 
professional shipbuilders and video clips that show the implementation of the skills.

	 www.boat-building.org

★	 BANGLANATAK.COM – Banglanatak.com is a social enterprise working at the grass-roots 
level with a mission to foster pro-poor growth and safeguarding intangible cultural heritage. The 
organisation uses a culture-based approach for development and community skill empowerment. 
Within this encompassing approach, traditional folk arts techniques are actively transmitted and 
put into contemporary practices, by which intangible cultural heritage is safeguarded with a va-
riety of applications, while at the same time realising an inclusive socio-economic development.   
http://banglanatak.com/sectorlivelihoodach1.aspx?id=4

>	 Be sure to also check out the inspiring case of the Norwegian Crafts Institute (p.112).

E DUCATION

Educational possibilities for crafts situate themselves within formal and informal education, 

and they differ greatly internationally when we consider their form and contents. Trainings are 

available in higher education (Master and Bachelor), arts, vocational and technical education, 

adult education, professional training, private instruction, master-apprentice system and so 

forth. For certain disciplines comprehensive instruction is lacking, and other trainings are lack-

ing more formal accreditation. Also, the alignment between education and the labour market 
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can always improve. In addition, tension remains between our contemporary education that 

is focussed on learning within groups, and the fact that the transmission of craft-related skills 

ideally passes via individual instruction. Within some trainings, there is also a tendency to-

wards broad learning and conceptualising rather than technical aptitude or specialisation. 

Breaking into the formal educational system is generally a complex process, which is anchored 

in and driven by policy. Structural evolutions can consequently only be viewed over the long 

run. In addition, if change is desired within education, sufficient support must also be mobi-

lised. For, the society forms education, and not the other way around. This means engaging in 

raising awareness and ramping up societal importance and demand! And, at the same time, 

protecting the needs of crafts and forming a sectoral organisation with delegates so that 

crafts are heard as a partner in the conversation.

For inspiration we can look to good practices from various countries. The German dual teach-

ing pair, based upon the master-apprentice system, for example is worthy of following. The 

duality is that theoretical learning and learning in praxis go together. Young people who are 

interested in a craft go to special schools and rather quickly within the training period they 

start working at a work place or in a company under the guidance of a master. After the comple-

tion of the Meisterprüfung, the student himself becomes a master. However, he must not only 

produce a technical masterpiece, but also be able to show his business economic and juridical 

knowledge and pedagogical aptitude. For, a qualified craft entrepreneur is presumed to not 

only be able to start a business, but also provide instruction to future craftsmen. The title of 

Master thus stands for quality and gives the right to run a business and to train apprentices. 

The prospect of attaining the title of Master and the advantages that are paired with it prevent 

a large failure in this trajectory.

As the German example shows, such a system demands a sturdy anchoring in education with 

an adapted assessment mechanism and the introduction of a Master title. However, it also re-

quires a tight organisational structure and a network of sector organisations that represent 

the interests involved and can work supportively. Other countries such as France or Italy have 

also been inspired by the medieval guild system and in addition also have created institutions 

that represent crafts and offer various services such as instruction, business and legal advice, 

but also promote local craft-related production. A customised regulation and the coming to-

gether of mutually strengthening measures and organisations thus appears to be very effec-

tive and certainly worth pursuing. What is indeed striking is that the example countries where 

everything regarding crafts is especially well structured and quality and mastery are strictly 

monitored, do not necessary excel in experiment or innovation. Thus, in addition to a perform-

ant system, there must also be sufficient space, attention and stimuli for innovation.

Whether the former guild system is to be merely copied then is doubtful. As is whether the 

radical, structural approach, such as in Germany, is the only possible way. Perhaps impulse pro-

grammes are also valuable? What is certain is that new concepts and methods need to be in-

vestigated that take into account the uniqueness of the individual learning process that is seen 

with crafts, which bridge the gap between education and the labour market and that engage in 

current societal evolutions and challenges.

★	 Les Compagnons du Devoir et du Tour de France — The system of the compa-
gnonnage (partnership) in France is a unique teaching method for transferring craft-related 
knowledge and skills. The national training is a combination of initiation rituals, formal instruc-
tion and an educational tour or the ‘Tour de France’. The instruction can be started at 16 years 
and lasts on average for five years. The student or compagnon travels along to various French 
cities, but also goes abroad for finishing off. At the end of the training, a master exam is given. 
The system of the compagnonnage in France, as a network of transmission, in which some 
45.000 people are involved, has been registered since 2010 on the Representative List of the 
Intangible Cultural Heritage of Humanity.

	 www.compagnons-du-devoir.com

★	 Zentralverband des Deutschen Handwerks — The Central German Handcrafts As-
sociation represents the general interests of the skilled crafts’ sector in Parliament, the federal 
government, the European Union and international organisations. The association is an um-
brella of 53 regional Handcrafts Associations. All craft-related businesses from the region are 
affiliated because membership to these ‘guilds’ and the obtaining of a Master’s title is required 
for the practicing of a craft and the start-up of a business. The Handcrafts Associations super-
vises trainings and coordinates the allotment of the Master titles. The craft-related vocations 
that require a title of Master are determined by law.

	 www.zdh.de

★	 Skills Netherlands — Skills Netherlands is an organisation that is committed to repre-
senting the needs of the craftsmanship and the vocational education in Holland by engaging 
in improving their image, talent development, and vocational and career orientation. Skills 
Netherlands tries to make young people proud of a trade and organises craft competitions 
and events (world championships, job fair events, etc.). It makes up a part of the international 
organisation 

	 www.worldskills.org, www.skillsnetherlands.nl

LIV ING HUMAN TRE ASURES

For its transmission programme UNESCO is also inspired by the student-master approach and 

encourages countries to develop programmes that engage in Living Human Treasures (LHT). Liv-
ing Human Treasures are people that have reached a high level of knowledge and ability, neces-
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sary for the performing or executing of specific intangible cultural heritage traditions, usually 

performing arts or crafts. The LHT programme is targeted at officially recognising talented 

practitioners of traditions and at supporting them in the transmission of their knowledge and 

skills to younger generations. Among other things, Living Human Treasures are selected on the 

basis of their preparedness and experience in the transferring of skills and expertise to others, 

their level of representation within a heritage community and the degree to which they or the 

intangible cultural heritage tradition are threatened.

In Japan, South Korea and the United States of America such Living Human Treasures pro-

grammes have existed already for many years, but also countries such as France, the Czech 

Republic, Thailand, Nigeria, Senegal and the Philippines have followed in their footsteps.

★	 Since 1950 already, Japan has protected cultural heritage in various manners with the Law 
for the Protection of Cultural Properties. The law distinguishes three categories: intangible 
cultural properties/characteristics (performing arts and crafts), intangible folk-cultural prop-
erties/characteristics (skills that are connected with daily life) and conservation techniques. 
The bearers of these skills are named as Living Human Treasures and receive the necessary 
financial support to transfer their expertise in the form of trainings, exhibitions and other public 
events.

	 www.unesco.org/culture/ich/index.php?cp=JP&pg=00311&topic=lht

★	 Since 1962, South Korea has a legislation (Cultural Properties Protection) that protects the im-
portant intangible cultural properties/characteristics and its bearers and supports transmis-
sion. This is done through the development of educational programmes, financial grants, the 
organisation of demonstrations, documenting of this and rescuing what is threated to be lost.

	 www.unesco.org/culture/ich/index.php?cp=KR&pg=00311&topic=lht

★	 In the USA, since the end of the 1970’s, the National Endowment for the Arts (NEA) has annually 
bestowed a limited number of National Heritage Fellowships to exceptional individuals.

	 http://arts.gov

★	 Since 1994 in France, exceptional masters have been recognised by the Ministry of Culture 
with the title of Maitre d’Art because of their special expertise and skills. They are financially 
supported for the transmission of knowledge from master to student (with preparatory train-
ing). The trainings last on average from 1 to 3 years.

	 www.unesco.org/culture/ich/index.php?cp=FR&pg=00311&topic=lht & www.maitresdart.com 

★	 In the Czech Republic, the system of Bearer of Popular Craft Tradition exists, which specifically 
focuses on crafts because of the threatened status, by way of a system of tax benefits that 
make it easier for the practitioners.

	 www.unesco.org/culture/ich/index.php?cp=CZ&pg=00311&topic=lht

Together with other safeguarding measures, the Living Human Treasures programme can be 

an effective method to support specific (threatened) craft practices. On the condition that 

the necessary measures (subsidies or grants) or an adapted regulation are enacted in order to 

stimulate and facilitate transmission. The UNESCO LHT programme can inspire to go in search 

of formulas customised for the context of the country. 

In Flanders, for example, in addition to a compensation or recognition of the exceptional knowl-

edge of skills and techniques, a focus should be placed upon the transferring of knowledge and 

skills, possibly inspired by the ‘master-apprenticeship’, and on the stimulating of experiments 

that make inter-disciplinary crossovers and innovative developments possible. In the period of 

2012-2014, a practical research initiative was taken by various heritage partners that formu-

lated policy recommendations for this. UNESCO also gives assistance by offering the Guidelines 
for the establishment of National ‘Living Human Treasures’ systems.

>	 For more information on the Living Human Treasures programme of UNESCO,

	 see: www.unesco.org/culture/ich/index.php?pg=00061

★	 Schatten van*in Mensen — A number of heritage partners in Flanders (tapis plein, Het 
Firmament, Circuscentrum, ETWIE, Erfgoedcel Brussel, FARO and with cooperation of the Pro-
vincie West-Vlaanderen) have joined forces to identify the needs of individual bearers of intan-
gible cultural heritage. On the basis of practical research and in-depth interviews, policy rec-
ommendations were formulated in order to bring about a Living Human Treasures programme 
for Flanders.

	 www.livinghumantreasures.be

VALIDATING AND SHARING COMPETE NCIES

A tendency towards competence valuation and the current trend of sharing are opportunities 

that can be taken on in the context of the transmission of crafts.

The idea of competence valuation in Europe has gained momentum in recent years (see: Euro-
pean Qualifications Framework). Knowledge, skills and ‘being’ are central to this. As such, the 

autocracy of theoretical knowledge belongs to the past and technical, task-orientated, person-

related and relational competences are appreciated. Where people have acquired these com-

petences (in a formal training or in spare time) becomes secondary. According to the idea of 

competence valuation, a person is thus more than what his/her diploma offers. Thinking along 

the lines of competences opens the door to life-long learning and also validates knowledge, 

ability and attitudes that are gained along the way .
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More and more in Europe the valuation of competences is becoming commonplace in Human 

Resource management, for example, and in education. Yet, there are still caveats regarding 

competence valuation. It must be guarded that the focus does not lie too heavily on the eco-

nomic usefulness and that complex validation systems (for example, examination centres, au-

dits and tests) do not form too great of a barrier for people to have their years of experience be 

counted. 

With respect to crafts, the current trend of competence valuation might be a great gift. Pre-

eminently, crafts are not purely cognitive, but rather are a trinity of knowledge, ability and at-

titude. Craft-related skills are natural and are guided by knowledge and experience. However, a 

specific attitude is also inherent to craftsmen (see p. 85). Crafts, moreover, are not only learned 

at school, and thus diplomas are not always a good standard. Competence valuation opens up 

perspectives to validate competences accumulated in an informal context and to highlight 

skills and knowledge that have often remained invisible in the past. As such it can positively 

assist with the raising of the attractiveness of learning craft-related skills and convince one to 

invest in this time-intensive learning process.

>	 Do you want to know more about the European Qualifications Framework? Then simply click 

on: http://ec.europa.eu/ploteus/

	 http://en.wikipedia.org/wiki/European_Qualifications_Framework

In addition, the current trend of sharing can also offer future perspectives for the transmis-

sion of crafts. In our modern society we are sharing more and more things, places, services 

and information. The on-line sharing of knowledge and expertise is at the cradle of this trend, 

but meanwhile the examples of sharing, loaning and exchanging are beyond measure. There 

is even talk about a sharing economy. Sharing is about working together and exchanging. It 

is facilitated by the mobile and on-line technologies and the social networks. Sharing can be 

strengthening and can lead to new forms of collaboration and business practices.

>	 Do you want to discover what the possibilities for sharing are? Then simply click on:

	 www.collaborativeconsumption.com and www.shareable.net

Sharing requires a new approach to the ownership of goods, services, skills and knowledge. 

But, it also requires a specific open mind and the conviction that you can do more with many 

players than alone. By sharing we get more out of things, we bolster the society and democra-

tise the access to things. 

Our present-day society sometimes makes sharing difficult. Copyrights and patents that are 

primarily intended for the protecting of ideas and designers, construct artificial walls around 

human knowledge and so they stand in the way of sharing. The Creative Commons present an 

alternative and a framework that allows for the sharing, disseminating and adapting of works 

in our networked society.

For crafts, sharing can (in addition to, for example, sharing work materials and spaces or ex-

changing of services) primarily be interesting at the level of transmission. Sharing helps with 

the dissemination of craft-related knowledge and techniques (via on-line platforms, for exam-

ple) and more specifically the training of new craftsmen. This is on the condition, of course, 

that the protectionist manner of dealing with knowledge is let go of. For, it is not competition, 

but rather cooperation of many experts that often leads to innovation and an optimising of the 

craft practice.

>	 See also ‘Applying Skills Better’ page 64. 

The digital and on-line possibilities to record and share knowledge and skills are endless (open 

source exchange of knowledge, audio-visual documentation, e-learning …) and are often not 

sufficiently applied in the function of the transmission of crafts. However, we must not fix-

ate on the digital possibilities. We still have to make supplementary efforts for live transmis-

sion and thus the sharing of craft-related competences. Via open source channels information, 

instructions and film clips on techniques can be compiled and shared, but ultimately the ac-

quiring of craft-related skills still primarily deals with gaining a feeling for the materials and 

techniques, and doing so by learning from a master. This learning process, moreover, is no one-

directional movement. The expert-novice relationship is characterised namely by two-sided 

learning, both by the novice and the expert. Everyone is both a mentor and a student. The stu-

dent determines the course and the mentor facilitates, but always in dialog, and both can learn 

from each other. This again points to the strength and the importance of sharing.

The exchange and the passing along of work amongst colleagues can also render peer-to-peer 

learning, and thus form a good teaching school for beginning craftsmen. Namely, everyone 

stands out with a certain specialty and uses other methods and tricks. Working together and 

sharing simulates dynamic knowledge and technical development.

★	 Know how Show how — The knowledge-sharing network Know how Show how docu-
ments with short film clips the disappearing information, knowledge and traditions that an 
older generation still possesses and that can be of service to a younger generation, whenever 
they want to go about their environment creatively and sustainably. Braiding willow reeds, for 
example, or smoking eels or making your own printing ink: who can still do that? On the on-line 
platform, you find film clips that teach you these techniques.

	 www.knowhowshowhow.net

★	 IPARC — The International Platform for Art Research & Conservation, IPARC, restores and 
conserves various art objects. The organisation chose for a cooperative enterprise form with 
an eye on a sustainable business model, by which there is a great deal of attention to the shar-
ing of knowledge and expertise.
www.iparc.eu
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6. MODERNISING AND INNOVATING

If we want to guarantee the future of crafts, we must also pay attention to the modernising 

of crafts. Modernising is not viewed as a stand-alone safeguarding measure, but falls under 

transmission, given that it is one of the ways to transmit crafts and to allow them to evolve. 

A new time calls for new stories and thus for new crafts. It is not a radical break with the past, 

but a logical follow up. It calls for the usage of old techniques, though in the function of con-

temporary and relevant applications. It also concerns innovation, renewal of products and 

production processes. It also calls for synergies with other actors and sectors, and daring to 

experiment with new technologies and formats.

Craft-related enterprises are by nature development orientated. Craftsmen work on a small 

scale, experimenting and trying out new materials and techniques in praxis. They are always in 

search of improvement. For example, labour-saving techniques are sought after because crafts 

are labour-intensive and relatively expensive. Or, they experiment with new, improved, more 

sustainable materials and procedures. Crafts can also be seen as incubators for industrial in-

novation. Prototypes are developed there and tested and taken up in the industry for serial 

production.

However, revitalising and animation can also be enhanced, for example, by injections from de-

signers and entrepreneurs, and a connection with other social sectors. This yields win-win sit-

uations for all parties and can lead to various forms of innovation. The heritage sector, though 

also education and the commercial world, can think towards the future and help crafts to mod-

ernise. These sectors can act as facilitators, for example, by creating breeding grounds and labs 

for the crafts of tomorrow, or by establishing collaboration trajectories amongst craftsmen, 

designers, entrepreneurs and consumers.

That designers and artists are dream partners for craftsmen in their quest for innovation is 

clear. As third parties, designers sometimes realise more easily the special aspects of a craft or 

tradition. At the same time, they are exceptionally interested in new applications. Once won 

over by the subject, designers embrace craft techniques fully and they add an extra dimension 

to them.

Designers and craftsmen complement each other seamlessly: where designers possess less 

knowledge about materials, their qualities and their processing, craftsmen in turn have less 

experience with the conceptual and the feeling for form and design. Moreover, recent years 

have indicated an exciting evolution in the relationship between designer and craftsman. 

Where previously the craftsman was primarily seen as the executing ‘servant’ of the designer, 

designers of today wish to re-discover how things are made and get involved with their own 

hands with old techniques and material knowledge in order to arrive at new designs. What is 

notable about the most recent revival is that the designer himself wishes to master the skills, 

what is naturally a very positive evolution with respect to transmission and modernising.

Entrepreneurs also can be allies for the craftsmen in their striving towards renewal and inno-

vation. Frequently they possess the necessary enterprising skills and often through their larger 

scale have more power. Together, entrepreneurs and craftsmen (possibly even with the coop-

eration of designers) can arrive at exciting products and co-creations. 

The customer can also drive the craftsman towards innovation. The buyer is no longer seen as 

a mindless consumer, but is becoming more and more involved in the design process. His or her 

needs are being taken into account, and he or she can decide upon the end result. Through the 

new digital possibilities and techniques, the consumer can also experiment in collective work 

places and local production cells with 3D printers and laser cutters, for example.

As previously mentioned, the new technologies and the increasing digitising offer enormously 

many opportunities for the modernising of crafts. They are the drivers of innovative research 

and make it possible to realise complex forms, which are impossible to accomplish with ana-

logue techniques. Various examples prove that the coupling of crafts with new techniques and 

materials lead to surprising results and so crafts will also be able to play a role in the economy of 

the future. As such, craftsmen and designers are producing groundbreaking research projects, 

sometimes commissioned by academic institutions. More and more tools and (digital) data-

banks are appearing that facilitate innovation and stimulate crossovers (see p. 57). However, 

also the recent developments in the field of design and the new approaches to design, such as 

participatory design, social design or sustainable design can work as inspiration for crafts and 

shift the emphasis from object-oriented designs to process-oriented designs. 

>	 Curious about how you can innovate? Turn to page 90.

In the wake of the new technologies interesting evolutions for crafts are coming about. As a 

reaction to the flattened aesthetic of the mass product and the perfection of the computer-

guided products, there is a re-appreciation for imperfection. The small imperfections that 

characterise the handmade production and crafts are again being experienced as interesting. 

Irregularities function as literal signatures of the maker. A product cannot become more per-

sonal. Imperfections and the factor of chance are consciously sought after by the modern de-

signers. Making products and processes irregular in a controlled way. It underlines the human 

in contrast to the impersonal of identical products made by anonymous machines. The new 

technologies generate a new sort of aesthetic by which the traces of the making process (for 

example of the 3D printer) become part of the design.

Conversely, and in contrast to the previous, there is also a re-appreciation of the virtuoso. The 

refining and detailed perfection that is achievable by means of digital or other innovative tech-

niques has never been seen before. Under the influence of the new techniques, there is again 

an eye for specialised virtuoso craftsmanship.
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★	 Zuiderzeemuseum — The Zuiderzeemuseum in Enkhuizen (NL) consists of an Inner and 
Outer museum. The Outer Museum is a collection of authentic properties from the former 
Zuiderzee region that were brought over to Enkhuizen. The Inner Museum consists of perma-
nent and temporary exhibitions that deal with the life on the Zuiderzee. The museum annually 
gives artists or designers the chance to develop a project on the basis of the annual theme 
of the museum. These contemporary designers engage in dialog with the collections of the 
museum, thus commemorating traditions and craft-related techniques and carry out new work 
upon commission.

	 www.zuiderzeemuseum.nl

★	 TI03 — TI03, the textile centre in Ronse (BE), focuses on textiles and innovation. Entrepre-
neurship, training and encounters are central there. By means of workshops, lectures, inter-
national collaborations, exhibitions and an inspiration studio, networks of creativity, research, 
science and industry are brought to life.

	 www.tio3.be

★	 Iris van Herpen — In her collections, the Dutch fashion designer Iris van Herpen combines 
traditional craftsmanship with innovative (digital) techniques and modern materials. Van Her-
pen often works together with other artists or scientists to this end. She has made, for exam-
ple, dresses with a 3D printer or embroidery with Plexiglas.

	 www.irisvanherpen.com

★	 Studio Job — Studio Job (BE) consists of the design duo Nynke Tynagel and Job Smeets, 
and balances on the lines between art, design and craft. In order to make their art and design 
objects, they call upon specialised craftsmen in order to carry out special craft-related tech-
niques. In the past, for example, they worked with the oldest Dutch company in the field of 
ceramic production, Koninklijke Tichelaar Makkum. They also bridge the gap between old and 
new techniques, for example, by working with minutely laser-cut wooden inlay. 

	 www.studiojob.be

>	 Be sure to also see the inspiring cases of Unfold p. 120, Christien Meindertsma p. 114, Studio 
Formafantasma p. 110, Lenneke Langenhuijsen p. 118, Koninklijke Tichelaar Makkum p. 116 

and TextielLab Tilburg p. 108.

7. REVITALISING

At first sight the revitalising of traditions can maybe cause a slight shiver. The re-animating and 

re-staging of antiquated customs can seem rather artificial and forced, but sometimes it is the 

only way to give something that was valuable in the past a new chance.

The reanimation of fully defunct practices does not belong to the safeguarding measures of 

the Intangible Cultural Heritage (ICH). There must be at least a viable seed present in order to 

be able to still view it as intangible heritage and to guarantee a continuity with the past. It is 

namely incumbent upon the heritage community itself (if necessary) to undertake action if 

it is the eleventh hour. Important with regard to revitalising is that the thread with the past 

has not been completely severed. With respect to crafts this means that one last bearer of the 

craft-related skill must be found who can transmit the technique to others.

The revitalisation itself consists of: the supporting and bolstering of heritage that is greatly 

weakened and that is threatened. An important condition in order to be able to revitalise is that 

there is a sufficiently large support and demand for it present. Before revitalising, it is impor-

tant to identify what is threatened, to determine the reasons why something has gone by the 

wayside and also to investigate which peripheral conditions are necessary in order to give the 

tradition new chances at life. Revitalisation is a form of urgent safeguarding.
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8. SAFEGUARDING = A BALANCING ACT

Safeguarding is a continuous exercise in balancing. It is treading the thin line between provid-

ing all of the opportunities to Intangible Cultural Heritage (ICH) by framing it with the neces-

sary safeguarding measures and doing too much, which threatens to stagnate or undermine 

the natural process of ICH.

The motto should be: live and let live. Let the practices that are doing well primarily go forward, 

and support them only where necessary. And, urge to action those who need it and guide them 

as well as possible in the growth process, but without forcing. Keep intangible heritage prac-

tices away from excessive political, touristic or commercial pressure. Most of all, vulnerable 

heritage communities must be sufficiently preserved from possible threats that globalisation 

or touristic exploitation can bring along with, for example (see p. 146).

The UNESCO Convention revolves around sustainability and diversity. It seeks to keep safe the 

cultural diversity that is spread out in our worldwide variety of traditions, skills and knowhow 

and to provide it with a future. Furthermore, it wishes to promote the intercultural dialog and 

the mutual respect for other ways of life through a proper understanding of the intangible cul-

tural heritage of various communities. Intangible cultural heritage and craft-related traditions 

must thus be dealt with care. 

However, these warnings must not be an excuse to paralyse ICH and crafts. Safeguarding is 

targeted at the guaranteeing of the viability and the continued re-creation of ICH. This pro-

vides the necessary tensions, but also challenges. There are so many opportunities laid out 

for crafts that it would be a mortal sin to keep the door to tomorrow closed due to an overly 

conservative reaction. Thus, be guided by curiosity and seize the opportunities that can take 

crafts a step further. Allow for innovation to guarantee the future of crafts. Cherish, but don’t 

suffocate. For, not to move is to be left behind. 



Sometimes Intangible Cultural Heritage (ICH) loses the battle and the day-to-day effort of 

heritage communities that are convinced of the value of ICH is not sufficient to keep it alive. 

Worldwide, ICH, and thus also crafts, has to fight at any rate with a number of threats against 

which local communities are powerless. Also, moveable as well as immoveable heritage, or 

even cultures in general, are confronted to a greater or less extent by these large world forces.

Alongside, you find a few of these threats. Keep it well in mind that presenting the issues as 

black or white sometimes does injustice to the reality of things. Often there are positive and 

negative dimensions and the reality is thus rather grey. Yet, the interaction between traditions 

and threats ensures for tenuous balance, by which traditions sadly enough all too often are on 

the losing end (see below).

S.O.S. ICH & CRAFTS
Traditional and local techniques, rituals and usages are disappearing,

are threatened or oppressed.

>>   Traditions = no priority   <<

>>   Western culture = the Great Example + ‘mainstream’   <<

>>   Natural resources and local crops are disappearing   <<

>>   Heritage = great symbolic value + identity forming > weak point   <<

GLOBALISATION	 - Internet
	 - open borders & tolerant regulation
	 - world = village
	 - multi-nationals & Capitalism
	 - production in low-wage countries
	 - …

INDUSTRIALISATION	 - industry
	 - machines
	 - automation
	 - digitising
	 - …
 

TOURISM	 - mass tourism
	 - travel = simple & cheap
	 - exoticism & folklore
	 - souvenir hunt
	 - stereotypical expectations of tourists
	 - …

WAR & POVERTY	 - lack of money, time, resources and people
	 - collapse of communities
	 - question of life or death
	 - …

CLIMATE	 - climate changes: floods, advancing deserts, storms…
	 - exhausting resources
	 - loss of bio-diversity
	 - …

S.O.S. ICH & CRaFTS



EXPLANATORY
GLOSSARY
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•	 3D Printer
	 A computer-guided machine that prints three-dimensional objects based upon digital draw-

ings. Layer upon layer are built up from powder or liquid material that ultimately hardens. It 

is a Rapid Manufacturing or Rapid Prototype Technology, ideal for making prototypes with 

complex and hollow forms and structures.

•	 Added value
	 This is the increasing of value that comes about with the transformation of raw and auxiliary 

materials into end products. This increas in value is a result, for example, of the labour per-

formed. The added value expresses the essence of producing, namely, the addition of value 

to the goods.

•	 AIDA model
	 You can go through the AIDA model in order to get your story to the customer: attract Atten-

tion, generate Interest, incite Desire and move to Action.

•	 B2B, or Business-to-Business
	 Businesses that transact with other businesses. As a merchant, you sell your product through 

stores that in turn cater to individuals, for example. You yourself are not active on the private 

market.

•	 B2C, or Business-to-Client
	 Businesses that transact with customers. As a merchant you sell your products directly to 

individuals.

•	 Circular economy
	 The circular economy is an economic system that is intended for maximising the re-usage of 

products and raw materials and minimising value loss. This is different from the current lin-

ear system, in which raw materials are implemented into products that are destroyed after 

usage. The circular system consists of two types of cycles for materials: a biological cycle, in 

which surplus material is safely returned to nature after use; and a technical cycle, by which 

products and parts are designed and marketed so that they can be used or re-used again. 

Through this, the economic value is retained as much as possible. The system is thus seen as 

being ecologically and economically ‘restorative’.

•	 Civil society or citizen society
	 The citizen society, or the civil society, is the collection of organisations or institutes out-

side the sphere of government, the market and relationships of friends and families. People 

voluntarily constitute this society. In the ‘democratic triangle’ of Anton Zijderveld, the civil 

society is positioned next to the market (economy) and the state (government). The citizen 

society stands for the involvement of citizens with public affairs, increasing social self-gov-

ernment, the limiting of commercial influences and strengthening a sense of community 

and tolerance.

•	 Co-creation
	 Co-creation is a commercial strategy by which systems, products or services are created by 

means of collaboration between businesses and consumers. In this way, value is not only 

created by businesses, but through a joint effort of the client and the business. The customer 

is enabled to contribute to the realisation of a product.

•	 Convention (for the safeguarding of Intangible Cultural Heritage).
	 In 2003, the Convention for the safeguarding of Intangible Cultural Heritage (ICH) was gener-

ated by UNESCO. The Convention is directed at the safeguarding or the transmission of ICH 

and is in agreement with the international conventions regarding human rights, complicit 

with the requirements for mutual respect between communities and sustainable develop-

ment.

•	 Cradle-to-cradle principle
	 The cradle-to-cradle principle (C2C) stands for the re-usage of products without a loss of 

quality and (damaging) surplus production. The term was coined by William McDonough and 

Michael Braungart in the book, Cradle to Cradle: Remaking the Way We Make Things (2002), a 

manifesto for cradle-to-cradle design. Production that begins with the C2C principle divides 

materials into two categories. On the one hand, there are organic materials that degrade 

by themselves without being damaging to the environment (for example, bio-degradable 

packaging), and on the other hand, non-organic, synthetic materials (e.g. plastic or metal) 

that can be reused endlessly without a loss of quality and with an increase of value.

•	 Creative Commons (License) (CC)
	 The Creative Commons promote open content. By making use of the Creative Commons, 

works can be copied, distributed and adapted more easily than in the case of traditional 

copyrights. It offers various free licenses that copyright holders can use in order to prevent 

problems with disseminating information, which can occur in the current copyright legisla-

tion. www.creativecommons.org.

•	 Crowdfunding
	 Crowdfunding is a way to collect money for the realisation of various projects. Just as with 

crowdsourcing, different people provide a contribution in order to reach a specific goal. On 

a crowdfunding website – the most common platform for crowdfunding – a designer, for 

example can present an idea for a new creation and communicate what the necessary start-

up capital for the production is. A large number of small(er) investors can then choose to 

support this project with a financial contribution. When the necessary amount is collected, 

the project can begin!
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•	 Crowdsourcing
	 Via crowdsourcing organisations or individuals can make use of the knowledge and ideas of 

a large group of non-specified individuals, for example, in function of documentation, re-

search, consultancy, innovation, policy forming, and so forth. Crowdsourcing generally runs 

through the Internet and allows for a great deal of input to be quickly collected. The best-

known example of crowdsourcing is Wikipedia.

•	 Customising
	 The adjusting or the making of products or services on the basis of personal specifications 

and preferences of the consumer (personalising).

•	 Design thinking
	 Design thinking stands for the totality of the thinking process during the design process. 

Thus, it is a design-specific manner of thinking. It presumes insight into the context, creativ-

ity in the generating of new insights and solutions, and the necessary rationality to analyse 

problems and to formulate appropriate solutions.

•	 Elevator pitch 

	 The elevator pitch is a method of briefly presenting yourself, your project or product. The 

time that a lift needs to go to the top floor is the time you get in order to convince someone 

else of your story. The elevator pitch deals with the following aspects: who, what, where, 

why, how and what’s in it for the other person or the buyer? A successful elevator pitch does 

not only focus on facts, but appeals to the emotions as well. Here, the AIDA model can be of 

help.

•	 Embodied Knowledge
	 Embodied knowledge is the knowledge that is contained within the physical body of a per-

son. The person knows and uses this knowledge, a specific use or skill, without thinking 

about it.

•	 European Qualifications Framework (EQF)
	 The European Qualifications Framework (EQF) is a translation tool that aids communication 

and comparison amongst qualifications systems in Europe. Its eight common European 

reference levels are described in terms of learning outcomes: knowledge, skills and compe-

tences. This allows any national qualifications systems, national qualifications frameworks 

(NQFs) and qualifications in Europe to relate to the EQF levels. Learners, graduates, provid-

ers and employers can use these levels to understand and compare qualifications awarded 

in different countries and by different educational and training systems.

•	 FabLab
	 FabLab stands for ‘Fabrication Laboratory’, an international network of open work places 

that invite people to get creative with high tech. The concept was conceived by Dr. Neil Ger-

shenfeld, affiliated with MIT. With their computer-guided tools such as 3D printers and laser 

cutters, FabLabs are the habitat of creative designers and the breeding ground for innova-

tive concepts for the industry. They are a means for experimenting with materials and tech-

niques and to produce prototypes in a limited circulation. In Flanders, there are FabLabs in 

various cities (Ghent, Kortrijk, Leuven, Genk and so forth).

•	 Greenwashing
	 Greenwashing is a term that is used for companies that make use of ‘green marketing’ or 

‘green PR’: marketing or PR strategies that create the perception that a certain product or 

policy is environmentally friendly, when in fact this is not the case.

•	 Hacking
	 Hacking is a term that originated from the context of computer programming. In order to ab-

breviate complicated procedures, programmers wrote a hack: a sort of trick or unexpected 

solution for a certain computer problem. Although the concept is often used in context of cy-

bercrime – gaining illegal access or cracking computer systems by such hacks – the concept, 

in fact, stands for the finding of a creative new application for a certain product. A so-called 

life hack is then a simple, yet ingenious intervention for tackling a day-to-day problem. You 

hack something by using an object or adapting it to a manner that it actually was not con-

ceived for, for example, using a hairclip to bind cables together.

•	 Handmade washing
	 A neologism analogous to greenwashing. It stands for a company or product that presents 

itself being more craft-related than it actually is.

•	 Heritage community
	 A group of people that place a special value on cultural heritage, that try to keep it alive by 

means of public action and that does its best to pass it along to future generations.

•	 Immoveable heritage
	 All heritage that is not portable, such as monuments, landscapes, archaeological sites and 

heraldry heritage.

•	 Informal economy
	 The part of the economy that is not registered by the official institutions and therefore re-

mains ‘invisible’ in the statistics. Under the rubric of informal economy or hidden economy 

fall legal as well as illegal practices, for example, the carrying out of happenstance jobs, a 

service for friends, but also under the table work.



154 155

•	 Intangible Cultural Heritage (ICH)
	 All non-tangible heritage such as customs, uses, knowledge and practices from earlier 

times that a heritage community has inherited and attaches enough importance to, to pass 

along to future generations. Intangible cultural heritage is dynamic because it takes on new 

meanings and functions due to evolution over time and through interaction with the envi-

ronment.

•	 List of Intangible Cultural Heritage in Need of Urgent Safeguarding
	 This UNESCO list calls for attention to the intangible heritage that is threatened and is in 

danger of falling through the cracks of cultural history. Urgent safeguarding focuses at docu-

menting and, when possible, making efforts for ensuring transmission, in order to preserve 

the necessary tracks and information onto which can be built upon in the future. 

•	 Living Human Treasures (LHT)
	 A UNESCO programme that focuses on masters who possess exceptional knowledge and 

skills, and are pioneers in a special intangible cultural heritage tradition. Living Human 
Treasures can provide an important contribution to keeping traditions alive and thus also 

safeguarding them.

•	 Maker movement
	 The maker movement or maker culture is a modern culture in which the do-it-yourself per-

son makes use of high-tech developments, such as robotics applications, electronics and 

3D printers, for example, combined with more traditional do-it-yourself activities such as 

metal- or woodworking. The maker culture focuses on new and unique applications of tech-

nology and stands for creative discoveries and the development of prototypes. The makers 

meet each other, for example, at FabLabs, where they can hone their skills and sharpen the 

knowledge and share these (skills and knowledge) with each other.

•	 Moveable cultural heritage
	 All transportable heritage that is tangible such as heritage objects, documents and publi-

cations. Moveable cultural heritage is preserved in museums, archives, (heritage) libraries, 

documentation centres, churches and cloisters, within circles of regional experts, heritage 

associations, schools, theatres and so forth.

•	 Networked production
	 With networked production, designers, the industry and consumers work together on the 

developing and realising of new products, and knowledge, skills, tools and space are shared. 

Networked production departs from an idea that is picked up, adapted and improved by the 

network. This often leads to product innovation and a more flexible production customised 

for the consumer.

•	 Open design
	 Design in which the designers allow for free distribution and documentation. They share the 

blueprints and thus encourage the end users to make the objects themselves, to make adap-

tations, adjustments or improvements or to make variations. The Internet, digital technol-

ogy and the worldwide network of FabLabs make all of this possible.

•	 Participatory design
	 Participatory design is a vision of design by which all (potential) stakeholders in the design 

process are involved. It is designing with consumers not for consumers. Participatory design 

plays upon needs and attempts to maximise the usability of the design. Participatory design 

not only refers to architecture or city planning, but also, for example, to software, graphic 

design and the designing of functional objects.

•	 Peer-to-peer (P2P)
	 The term ‘peer-to-peer’ network was originally used to designate a computer network in 

which all linked computers were equal. However, peer-to-peer can also be used in a broader 

sense and can be seen as the possibility to create value together and as equals within hori-

zontal networks. The new information and communication technologies are facilitating this 

collaboration.

•	 Pop-ups
	 Pop-ups are temporary initiatives that pop up on the street scene. The best-known ones are 

pop-up stores that frequently establish themselves in a vacated space for a limited time (a 

day, a few weeks or months) and have an ephemeral and exclusive character. In addition, you 

can also have pop-up events, restaurants, bars and so on.

•	 Register for programmes, projects or activities that best reflect the principles and objectives of 
the Convention

	 This UNESCO register, also known as the Register of Best Safeguarding Practices, collects all 

initiatives with a strong exemplar function that transcend the local and can inspire others, 

in particular developing countries. 

•	 Representative List of the Intangible Cultural Heritage of Humanity
	 The Representative List of UNESCO shows the great diversity of Intangible Cultural Heritage 

(ICH) in the world and thus also illustrates cultural diversity. Affiliated member states can 

nominate ICH elements. Due to the numerous requests, since 2012 a quota has been imple-

mented and a ranking determined for dealing with the requests. The List must ensure the 

visibility and awareness of the importance of ICH and encourage (international) dialog and 

collaboration.
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•	 Safeguarding
	 Providing a future by taking initiatives that ensure that the traditions are transmitted. Pos-

sible safeguarding measures are: identifying & documenting, researching, communicating 

& sensitising, transmission (transfer) and revitalising.

•	 Service design
	 A design technique connected with design thinking, a manner of thinking that the designer 

can apply to organisations and services and not just on the creation of products. The field of 

application: allotment of services for companies and public administration.

•	 Short chain
	 Short chain deals with the eliminating of intermediate links and whosesale distribution with 

the sales of products and the limiting of the kilometres travelled between the place of pro-

duction and sales. In its most thorough form it deals with the direct sales by producers to the 

consumer. Producers thus determine themselves the supply and the price of their products.

•	 Social design 

	 Social designers seek to approach social problems and questions, such as unemployment, 

isolation or climate change, by providing concrete or technical design solutions. Social de-

sign is a design process by which a product or service is developed. It takes into account col-

lective needs as well as the needs of the end users . The manner in which such a design comes 

to being can differ. Often, in social design the principles of co-creation or participatory de-

sign are applied.

•	 Social economy
	 Under the concept of social economy fall companies and initiatives that are not targeted 

at economic profit maximisation, but rather at the creating of social added value: employ-

ment for disadvantaged groups, for example, or environmentally friendly production. Char-

ity shops and sheltered work places, though also initiatives such as green workers and public 

bicycle programmes fall under the rubric of social economy.

•	 Sustainable design
	 Whoever designs sustainably, designs buildings, spaces, objects or services according to the 

principles of social, economic and ecological sustainability. A negative impact on the envi-

ronment is reduced as much as possible, for example, by only making use of renewable ma-

terials, the using of energy-efficient production processes, and the engagement in re-usage 

and recycling.

•	 Sustainist design
	 Sustainist design (from Michiel Schwarz and Joost Elffers in the book, Sustainism is the New 

Modernims: A Cultural Manifesto for the Sustainist Era from 2011) is a new paradigm in the de-

sign of products, services and processes. Sustainist design makes the connection between 

sustainable designing and designing with an eye towards social impact. Designing according 

to the principles of sustainist design means giving attention to sharing (collaboration, open 

exchange, commons), localism (community involvement, local experiences, roots), connect-

edness (connectivity, mutual dependency, connections) and proportionality (commensu-

rate, appropriate scale, human scale).

•	 Symbolic (added) value
	 The symbolic value of an object or experience is the capacity to convey symbolic messages 

and symbolic meanings. Symbolic value is an umbrella concept under which the following 

values are governed: the intrinsic aesthetic and historical value; the instrumental experien-

tial value, educational value, spiritual value and identity; the emotional and cognitive value; 

and the societal value.

•	 Time Banking
	 Time Banking is an alternative economic model by which people exchange time and skills, 

instead of paying money for goods and services. With Time Banking, time – expressed in Time 
Bank hours – is the medium of exchange. In exchange for the offering of your skills to one 

person, you earn Time Bank hours, which you can exchange for services from another person 

from the Time Bank community.

•	 Transition
	 A transition is a structural societal change that is the result of developments that influence 

and reinforce each other in the areas of economy, culture, technology, institutions, nature 

and environment. Transition is thus a fundamental change in the system (for example, 

the food, energy or mobility systems), necessary for coping with problems such as climate 

change, energy shortages or population ageing. In order to address the challenges, small im-

provements are not enough, but a system change is necessary for the long term.

•	 Transmission
	 Transmission is one of the safeguarding measures for Intangible Cultural Heritage (ICH) tar-

geted at the transference of practices, skills, knowledge and ideas to future generations. Dif-

ferent from education as a form of sensitising, by which ‘learning about’ is used as a flourish, 

transmission means effectively ‘learning to do’.

•	 Triple-P principle
	 The triple-P principle of John Elkington urges the harmonious relationship of People, Planet 

and Profit. According to this vision, a business is more than profit maximising for the short 

term, but is rather an actor who completely takes part in social life. The business makes up 

an inextricable part of it, ecologically (nature and environment), socially (well-being, pros-

perity and health of the people) and economically (financial).
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•	 Urban farming
	 Urban farming is farming in or around the city. Urban farming can take on a variety of forms: 

from kitchen gardens to cultivating plants on a terrace to herb gardens on allotted grounds. 

Some urban farmers are hobbyists, but commercial initiatives can also fall under the term. 

Urban farming raises the involvement and knowledge of the food production and increases 

social cohesion and spatial quality of urban areas. There are also ecological and economic 

arguments for the cultivation of food products in and around cities, such as an increase of 

biodiversity and sustainable production without many intermediate links.

•	 Urban knitting
	 Urban knitting, or yarn bombing, is a form of street art, by which objects on the streets 

(trees, lampposts, benches, etc.) are covered, decorated, or spruced up with knitted or cro-

cheted works. Often it is not only about the adornment of the street scene, but it also makes 

commentaries on certain problems in the public domain, or attracts attention to them.

•	 Urgent safeguarding
	 In the event that a certain ICH tradition is seriously threatened and its survival is in dan-

ger despite extra efforts that have already been made in the heritage community and in 

the country where the tradition stems from, urgent safeguarding is necessary. With urgent 

safeguarding, UNESCO and the international community work together in undertaking the 

necessary measures in order to combat its disappearing. Primarily, attention is given to the 

context that is required for the tradition to be able to survive.

•	 User-centred, or human-centred design
	 This is design that places humanity and its well-being central and seeks to improve it. It fits 

within the trend towards the growing importance of the consumer and his needs. User-cen-

tred design generates a win-win situation for the business and the client. Often the cus-

tomer is consulted before beginning the design process.

•	 USP, or Unique Selling Proposition/Point
	 USP provides an answer to the question, ‘Why should I as customer buy from you and not 

from someone else?’ It identifies the unique and distinguishing characteristics of a service or 

product. Where do you offer exclusive value, but also advantages for the customer? Defining 

your USP is not simple. These questions can help you along the way:

-	 What does your customer expect from your products or services?

-	 Which qualities do you find unique about your business, product or service?

-	 Which USPs can your competition not copy?

-	 Which USPs does your competition use?

-	 Which advantages do those qualities offer your customer?
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& 98: Djamil Zenasni | page 84: Dominique Persoone | page 124: Ilse Acke | page 146: Heidi Demeyer | 
page 148: Lieve Claerbout | page 160: Cores

•	 Inspiring cases:
-	 page 109: above: Josefina Eikenaar – TextielMuseum Tilburg | center & below right: Tommy de Lange 

– TextielMuseum Tilburg | below left: Joep Vogels – TextielMuseum Tilburg
-	 page 111: Luisa Zanzani – Studio Formafantasma
-	 page 113: above: Aadne Sollid – Norwegian Crafts Institute | below left: Inger Smedsrud – Norwegian 

Crafts Institute | below right: Tore TØndevold – Norwegian Crafts Institute 
-	 page 115: above: Roel van Tour – Christien Meindertsma | below: Christien Meindertsma – Thomas 

Eyck (www.thomaseyck.com)
-	 page 117: above: Delegates lounge in the UN building New York, Frank Oudeman – Koninklijke 

Tichelaar Makkum (www.tichelaar.nl) | below left: Museum de Fundatie Zwolle, architect Bierman 
Henket (2013), Joep Jacobs (www.joepjacobs.nl) | below right: Studio Job – Thomas Eyck (www.tho-
maseyck.com)

-	 page 119: above left: Erik en Petra Hesmerg – Lenneke Langenhuijsen | above center & below: Dirk 
Hardy – Lenneke Langenhuijsen | above right: Femke Reijerman – Lenneke Langenhuijsen

-	 page 121: above, center, center right: Kristof Vrancken – Z33 / Unfold | center left: Unfold | below: 
Peter Verbruggen – Unfold

—	 With thanks to: Floortje Vantomme, Evi De Smet, Evdokia Tsakiridis, Bruno Mestdagh, Alain Meessen, 
Jorijn Neyrinck, Greet Roosbeek, Sofie Vandaele, Bram De Vos, Ellen Janssens, Margaretha Van Huele, 
Steering group Schatten van*in Mensen, Tijl Vereenooghe, Daniëlle De Vooght, Jef Schrauwen, Thomas 
Lommée, Beatrice de Lafontaine, Dries Verbruggen, Claire Warnier, TextielMuseum Tilburg, Studio 
Formafantasma, Norwegian Crafts Institute, Christien Meindertsma, Koninklijke Tichelaar Makkum, 
Unfold, Lenneke Langenhuijsen, Clara Vankerschaver, Bruno Pieters, the photographed craftsmen and 
designers and all others who collaborated on the publication.
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	 The license permits others to copy, distribute, display, expand upon 
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are distributed under identical provisions.

	 The Creative Commons License is not valid for the illustrative material in this publication, by which all 
rights remain reserved. None of the visually illustrative material from this publication may be dupli-
cated, saved in an automatic data bank and/or made public in any form or in any manner, whether elec-
tronic, mechanically, or any other manner without the prior written consent of the publisher.

The translation and international sharing of this publication are made possible
by a cooperation of NGO tapis plein, the Flemish Commission for UNESCO,

Design Vlaanderen and with the support of the Flemish Government.

NGO tapis plein
Sint-Jakobsstraat 36, 8000 Bruges (BE)
+32 (0) 50 68 37 94 | +32 (0) 473 38 19 07

info@tapisplein.be
www.tapisplein.be

NGO tapis plein is recognised by the Flemish Gov-

ernment as a national centre of expertise for cul-

tural heritage and participation and in 2012-2016 

focuses on intangible cultural heritage.

Handmade in Brugge 
Sint-Jakobsstraat 36, 8000 Bruges (BE)
+32 (0) 50 69 79 73 | +32 (0) 479 07 91 84

info@handmadeinbrugge.be
www.handmadeinbrugge.be

Handmade in Brugge is an initiative of NGO tapis 
plein in collaboration with the City of Bruges. 

The project combines craft-related design with 

creative economy and urban development with-

in a cultural-touristic city. In 2014, Handmade 

in Brugge was also supported by the European 

INTERREG IVb project CURE (Creative Urban Re-

newal).

With the support of the Flemish Government, the City of Bruges and the European Union.



Quartier Bricolé (2009-2013)

Quartier Bricolé combines craft-related design with creative econ-

omy and urban development within a cultural-touristic city. The 

project took off in the Langestraat in Bruges with the goal of offer-

ing start-up opportunities to craft designers in unoccupied spaces 

and with the goal of modernising crafts. In a second phase, a Lab for 

Design met Wortels was developed, where learning, entrepreneur-

ship, D.I.Y., shopping and encounters went hand in hand. A place for 

experiment and learning with a wide array of activities focused on 

craft-related design and creative entrepreneurship for designers, 

craftsmen, entrepreneurs and the general public. Quartier Bricolé is a 

lab project that NGO tapis plein set up within the trajectory of Design 
met Wortels in collaboration with the City of Bruges and is situated 

in the European collaborative project INTERREG IVb CURE (Creative 
Urban Renewal).

see Quartier Bricolé at www.tapisplein.be

Handmade in Brugge (2014-…)

Handmade in Brugge seeks to better profile Bruges as a city of inspir-

ing makers. It wants to strengthen and support craftsmanship that is 

inspired by the past as well as the future, by developing a surprising 

public offering, by creating creative hotspots in the city, by facilitat-

ing the sharing of knowledge and crossovers, and by sharpening the 

entrepreneurial skills of craft designers.

Handmade in Brugge is an initiative of NGO tapis plein in collaboration 

with the City of Bruges. The project combines craft-related design 

with creative economy and urban development within a cultural-

touristic city. In 2014, Handmade in Brugge was also supported by the 

European INTERREG IVb project CURE (Creative Urban Renewal).

www.handmadeinbrugge.be

NGO tapis plein

Tapis plein examines how people can be actively involved with herit-

age and how cultural customs and practices from the past are able 

to thrive in contemporary society. To this end, tapis plein establishes 

experimental lab projects, provides advice and coaching, provides 

training, offers inspiring methodologies and formats, detects and 

divulges original practical examples and engages itself within trans-

sectorial and international networks. Tapis plein is recognised by 

the Flemish Government as national centre of expertise for cultural 

heritage and participation and in 2012-2016 is focusing on intangible 

cultural heritage.

www.tapisplein.be

Design met Wortels (Design with Roots) (2009-2014)

Design met Wortels is a trajectory of tapis plein that investigates ways 

to provide crafts with a future. It investigates how traditional skills 

and knowledge can be transmitted to others, how efforts can be 

made towards modernisation and innovation, how new focus groups 

and audiences can be addressed (via education, sustainable tourism, 

and so forth) and how cooperation with other sectors can be set up. 

To this end, lab projects and practical networks are set up and exper-

tise is shared.

see Design met Wortels at www.tapisplein.be






