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DIDACTICS FOR INACCURACY. THE TEACHING OF DESIGN FOR CRAFTS

Concatenating the aspects which characterize an authentic craft production with teach-
ing practice focused on the teaching of design is one of the current challenges proposed by 
several teachers and researchers involved in design actions for crafts. The practice of design 
nowadays is presented notoriously more opened to what it means to develop a product. 
From the object design we start considering the productive system as the stronghold of 
the main aspects which impart values to the products, now tangible and intangible. Tak-
ing into account the handmade aspect of the productive system considered here and the 
technical criteria in the teaching of design, the place of our pedagogical challenge is in the 
intangibility of the humanist criteria.
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The interaction between design and craftsmanship is already a reality to be considered in 
design education, based on market demand for products that are different for their new 
values. Considering the rapid acceptance of these products, it is necessary to adapt the 
ways of acting, as well as classical procedures adopted by the academy in design education.  
The design which is an activity of planning and innovation has its training based on the 
industry development. Its practice used to refer to design process fundamentally, character-
ized by linear procedures based on technical aspects mainly. At that time, the industriali-
zation focus was on the economic development trough a democratization of the consumer-
ism. So, it was necessary to lower the costs of production which implied the productive 
process optimization and materials and technologies research and development.
 As this essential phase of materials and productive process from industrial basis which 
was situated punctually the design activity has elapsed in the society then named post-
industrial, the access and management of information and knowledge are recognized as 
determining design procedures. Contents form the most varied areas come together now 
and are added to the productive and technological process.
The design activity starts to act more systematically and to plan the product extending it 
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strategically to its production and value chain. Attributes as certification of origin and ter-
ritoriality once considered as secondary came to the forefront, this fact has been promoting 
craft production or rather the artisanal basis production marked by productive peculiari-
ties, a counterpoint to the local and global relation established initially in the industriali-
zation process (Burdek, 2006; Cardoso, 2004). The consequences to the design are new 
opportunities and challenges.
The craft is characterized by the manual production of artifacts which seek to be different 
by its social and cultural peculiarities and productive techniques. It uses raw materials 
and traditional techniques associated to the territory and cultural flows of its training. The 
craft production is linked to its manufacturing, usage and custom. Its  innovation comes 
through the craftsman experiments which seeks continuously his process improvement. 
We could consider two basic forms of craft-based production – a induced and spontane-
ous character (Freitas, 2011).
The induced craft is mainly characterized by the way of production established to serve the 
generation of employment and income demand. In the current socio-economic scenario 
it is increasing the number of people who has dedicating themselves to this activity as a 
way of subsistence. However this production is sometimes devoid of aesthetic and cultural 
value. There are some cases which is a matter of improving the technique using the raw 
material available and putting in the market as a lower cost product option. The necessity 
of this type of production is recognized by its fast development facilitating the solution 
of income generation. The craft is develop by the presence of a designer who creates the 
production for the artisanal production. in general, this products bring professional expe-
rience as the usage of new materials, the mix of techniques and product format adequate to 
the design market. This production could or not be bound to traditional patterns,
In the induced craft the compromise to the market remains, and the sales as it follows. 
Generally the attention is focused to the optimization of the production process. The expe-
rience lived in this kind of production is simply associated to the production and commer-
cialization. There is no interaction to the process and no sentimental value to the product. 
This craft is generally done from the interventions of institutions which seek to answer 
the necessity of income generation or promotion. The action methodologies pass through 
technical capability product development which has easy market acceptance. Sometimes 
those products are associated to designers, artists or institutions which facilitate the com-
mercialization through brands association. These craftsman are linked to the product by 
the commerce bond, while that product is been sold he might keep producing but also 
replace it anytime, with no emotional bond.
In the spontaneous craft the traditional character remains, which holds, enrich and re-
inforce itself by tacit competences according to what the productive context allows and 
preserves. Craftsmen create and produce with established criteria in a traditional way – 
handmade functionality, perfection and technical originality, local aesthetic coherence. 
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They work with the production satisfaction as a continuous process. The attention is to the 
product mastery in quality and process. There is no external interference in the creation. 
In this type of craft it is called our attention to the quality of the craftsman and productive 
process connection. The bond between the craftsman and the product is real ‘the satisfac-
tion which the result offers inspire the ways of reaching it’ (Mills, 2009). In this process 
the craftsman is free and modifies his creation according to his experiences and particular 
necessities. He learn through the process. The process of producing brings experience and 
ability which he keeps improving and modifying when it is necessary – the process and 
methodology of work. The work evolution goes in parallel to the person’s evolution.  The 
work quality is the craftsman quality of life.  There is not distinction between work and 
leisure, this way there is not between product and culture also. The work to this craftsman 
is essential to his life, he does not need to look for subterfuges to rest or leisure, because his 
work fulfills and reveals as a being.
To the reflection presented, our focus is to this craftsman who works under premises of the 
identification with his work and the comprehension under the process of production as 
a natural act without further explanation, but naturally endued with methods and rules. 
In the spontaneous craft the work continuity happens by the personal satisfaction of the 
production and not by the commercialization. The challenge then, is how to do make this 
type of craft an economic activity without losing its affective bond with the craftsmanship. 
We understand that to the form of production which characterizes the spontaneous craft, 
the focus of the academy should be intensified, because the intangible aspects are bigger 
than in groups which produce crafts but dissociated from the emotional value with the 
product.
To keep the integrity of the artisanal production processes is a step for being able to do the 
interaction of the craft and the design, without letting the craft in disadvantage in this rela-
tion. According to Chili (2003), one of the characteristics of the craft is the typicality, an 
element which could not be disassociated to tradition and culture. If we are talking about 
designers’ intervention in the artisanal sector, we should keep the integrity of each of these 
parts concepts, therefore the hybridism conquered after this union will be producing.
The design as much as the craft are circumscribed inside a major plan, the cultural which 
is does its interrelations to the man, time and space, it becomes impossible the sterile read-
ing of each one of this concepts. This way we understand this is the utopian reality, though 
as ideology, it should be pursued, so that the minimum own value from design and craft 
are kept in order to the existence of possible questionings and or comparisons.
The fact that we comprehend the study of design and craft is in an intersection area be-
tween even concepts, but distinct makes us think over how to keep the integrity of each 
design areas and artisanal culture in their simple forms without interferences. So that in the 
intersection process the sum of individual values could compose a new scenery. 
The focus of one design action to the craft is not translated only by the final product, but 
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also by the process that can be viewed as a counterpoint which has still prevailed in the 
educational background for the design activity whose methodology is still based on tech-
nicality character intrinsic to the industrial process (Cardoso, 2004; Burdek, 2006). In 
face of the fundamental importance of the design flow, the stages travelled gain analysis 
extent, since this case is not a matter of a project of product anymore, but of the scenario 
which holds its production chain. And now, not only production of goods for exchange 
but value also. Value is not only economic but social and cultural character as one of the 
fundamental aspects to guarantee the relationship of sustainable actions in fact. 
To the design action for the craft there is not a formula, and even less static which could 
develop products or sustainable process as in economical as cultural view. But what could 
be emphasized is the necessity of flexibility in means of being attentive to the group, terri-
tory and process already established. 
We could highlight two main moments to be considered by design in this interaction to 
the craft: productive actions diagnosis and implementation.
The diagnosis, also considered as a mapping, local acknowledgement or approxima-
tion stage, is characterized by exploring and integrating to the territory. The main aspects 
which involve this stage are: to understand and to identify the productive techniques, to 
identify products typology and local resources associating them to the local economical, 
historical and socio-cultural context. It is in this moment which is established the relation-
ship with the steakholders.
To the diagnosis realization, the obtaining of generic information is relatively easy since 
the accessibility provided by current means of communication. These are facts which will 
contribute to the establishment of investigation script in field, and more effective result 
when it is done as a brief immersion.
The emphasis in this stage is in the adoption of participative methods to the establishment 
of actions. The search is for the cohesion as to the process as to the people involved. The 
human factor should be considered cautiously because it deals with handmade products 
carrying meanings which go beyond the usage and form. It is this moment necessary to 
point out values reflected in the products which could be represented by human, cultural, 
raw material aspects and mainly imprecision of the process.
The action research is a participative method characterized by the collectivity, very used 
for example in projects promoting design actions to operate with productive craft groups 
(Freitas, 2011). The main conduct is the integrated construction of a plan in consensus to 
the main actor involved, the craftsman. In the craftsman repertoire prevails and highlights 
the tactile knowledge of the productive process and the process covered. The orientations 
and possible design considerations should be done in a way that the craftsman experiments 
are translated in more knowledge, indulging the internalization of new concepts.
The coherence should be a sum of precepts and attitudes which indulge the integrity of all 
involved aspects, being cultural values or in the correspondence of executed proposals or 
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in the postures and methods used adequacy. However this is not static. It is important that 
the planning and the actions are in permanent evaluation to the adaptation which runs in 
the evolution of objects and expectations, comprehending the different necessities in each 
situation. At last the consensus proposes an agreement between the parts grounded in clear 
and precise objectives.
In many case studies and performances executed in the field with the productive com-
munities, it was observed the designer action to the craftsman is considered training. If 
we understand that ‘it only could be trained in what is already known, the training some-
times incapacitates to learn new ways!’ (Mills, 2009) this training tends to be limited by 
knowledge already pre-established and experienced by groups. In other way, if we work 
this practice as an interactive way, which the mutual experience of the involved ones will 
be optimized, the work will be more enriching , because there will not have limit to the 
generation of knowledge.
Under the educational background prism, we should think about how to establish this 
contact with exemption, as far as possible, from the design and its ability to indulge and 
facilitate the craftsman expression in his different languages. According to this thought, be-
gin the concern of teaching didactics which enable the design students to connect these new 
work perspectives, interpersonal relationships aspects, educational training process of crafts, 
creation process and development of products beyond academic design practice and others.
Considering this new context of design performance the academy needs to be attentive to 
the didactics aspects which differ from those applied so far with focus on the productive 
industrial context. The first is that the craftsman should be viewed as a exchange subject 
of knowledge, which both designer and craftsman are being enabled. It is a set of process 
of building knowledge.
Aspects as language adequacy to the target public, discernment about opportunities in-
terference or a explanation which escapes from the conventional didactics planning, are 
acquired in a tactile form, that is by experience from practice. In view of several intangible 
aspects relevant to this didactic profile, the questions is how to approach them in the design 
teaching.
The opportunity signalizes to the possibility of availability of discipline options to the 
design student with his focus on the intangibility circumstances which are highlighted as 
artisanal production values as ethnography, anthropology, history, ecology, and others. 
These are examples of disciplines which could help to extend knowledge about values 
associated to territory and cultures established in them and present specific methods which 
will be summed to the methodological construction.
As it follows, such educational background process as any other gives the theoretical ref-
erential to, as consequence be practiced, exercised the apprenticeship which the subject 
studied is learnt and apprehended. To this fieldwork we could be inspired in the tradi-
tional formation of the craftsman which is done through the apprentice followed and ex-
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perienced with the master (Rugiu, 1998). Thus, to indulge the presence of design students 
along with professionals in field, could facilitate the learning by practice, example and 
comprehension of the methods imprecision when used in association to the knowledge 
building. The student opportunity to live the experience caters security and confidence, 
both fundamental qualities to establish a comfortable relationship to the craftsman. This 
confidence could only be acquired with experience. 
It is latent the recomposition need of design bonds with the territories and human processes 
which compose the artisanal process and mainly with respect to methods used as a way to 
preserve, deprive the access to the competences of design character.

‘…today, to maintain as productive differentiated schemes, the crafts organizations face a 

dilemma: it should keep the detachment which preserved themselves throughout the time 

and simultaneously they should be tuned to the information systems, associating to other 

economic bonds as tourism, culture, fashion, decoration and technology’. (Marinho, 2007)

The vocational training which operates in this scenario needs to go beyond the case studies 
that by now are experiences – favorable or not, they are already performed under methodo-
logical perspectives provided. The time is to think about antecedents, to focus on projects 
conceptual proposals. We need to overtake the phase of mere action implementations but 
to think strategically and in a broaden way about these actions. We need to discuss the 
referential, to reinforce the concepts, even we could not have absolute truth, but consensus 
which make sense in that territory and culture.
The design culture need to incorporate the research as a fundamental factor of project 
analysis, so the discussion about design projects of crafts go out of mere applicability or not 
a method and interact simultaneously with heritage, cultural, sustainability and innova-
tion public policies.
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