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10 11 RESUMOABSTRACT

A indústria atual gira em torno da manufatura rápida, o que possibilita a criação 
de uma grande quantidade de produtos num curto espaço de tempo. Esta técnica 
de produção não só prejudicou a saúde de muitos funcionários que trabalham em 
condições desumanas, mas também contribuiu para empobrecer o meio ambiente, 
poluindo rios e a natureza, entre outros. No entanto, artistas e proprietários de 
negócios em todo o mundo estão atualmente a descobrir maneiras de reviver o 
valor das tradições artesanais para criar uma produção lenta com produtos de alta 
qualidade que podem dar um efeito positivo e maior valor a cada produto. Essa 
abordagem também é parcialmente conhecida por fazer parte do movimento de 
Slow Living, que se concentra na criação de lentidão em vários campos industriais 
incluindo o campo do design, o Slow Design. O tingimento índigo, a única maneira 
de criar de forma sustentável todos os tons de azul nos têxteis, esteve à beira 
de desaparecer devido à indústria de corantes sintéticos tóxicos. Tal como o 
índigo, muitas outras formas de artesanato correm o risco de desaparecer devido 
à apologia da produção massiva. Este projeto apresenta uma missão que visa 
reavivar o propósito do tingimento índigo através da produção de produtos de alta 
qualidade, reunindo artesanato, artesãos e conhecimento dentro e fora de Portugal. 
O objetivo é comunicar que a lentidão na produção não só leva à alta qualidade dos 
produtos, mas também pode dar um toque único pelo processo artesanal e pelas 
histórias pessoais. Todo este processo de contacto com o artesão, da partilha de 
histórias e experiências e do pôr ‘mãos à obra’ durante a realização da investigação 
culmina na criação da INFUSA. Infusa ambiciona a criação de produtos inovadores, 
que carregam em si a riqueza do artesanato português combinada com a magia do 
tingimento com Índigo Natural. Mais importante ainda, pretende dizer que tanto o 
artesanato como o tingimento Índigo, está a tornar-se mais relevante do que nunca.

Palavras- chave 
Artesanato
Tingimento Indigo
Fabricado em Portugal
Sustentabilidade
Branding 

The current industry revolves around fast manufacturing, which makes it possible 
to create a lot of products in a small amount of time. This production technique 
has not only taken a toll on the health of many employees that work under inhuman 
working conditions, but it has also helped to deplete the environment by polluting 
rivers and nature, among other things. However, artists and business owners around 
the world are currently (re)discovering ways to create slow yet high-quality produced 
products that can give a positive effect to the environment, and are reviving the value 
of craft traditions along the way. This approach is also partly known to be part of the 
movement of Slow Living, a movement that focuses on creating slowness in various 
industrial fields, including the field of design through Slow Design. Natural indigo 
dyeing, the only way to sustainably create all tones of blue on textiles, had been on 
the edge of disappearing due to the takeover of the toxic synthetic dye industry. Like 
indigo, many other sustainable crafts have been risked disappearing because of fast 
production. This project shows a research that aims to revive the purpose of indigo 
dyeing by collaborating with various crafts, artisans, and pieces of knowledge in and 
around Portugal. Stories combined with indigo experiences are the main goal that 
the editorial project presents in this report. This objective pretends to represent the 
map, research, visits, and experiences gained throughout this research. All these 
elements are bundled together and function as an archive that shows the motivation 
behind the label INFUSA and are the start of the development of future products. 
Most importantly, it aims to tell that craftsmanship, like Indigo dyeing, is becoming 
more than ever relevant again.

Keywords 
Craftmanship
Indigo dyeing
Made in Portugal
Sustainability
Branding 

ABSTRACT RESUMO
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INTRODUCTION

As a kid, I learned about crafting at a young age. One of my grandpas has been a carpenter all his 
life and with his workshop next to my childhood home, I always caught a glimpse of him working. 
My other grandpa dedicated himself at a later age to learn about the craft of ceramics. One element 
that always has fascinated me about their work, is the intense value that each piece that they made 
carried. This value was not necessarily created by the design or the refined details of the piece, 
but it grew out of a form of empathy. The project INFUSA: the creation of empathy through design, 
craftsmanship and indigo is the result of a search of finding definition about the role of empathy in 
craftsmanship, design and indigo dyeing. 
 
The current industry revolves around fast manufacturing rather than quality production. Due to 
this upswing, western society has grown up with the luxury of being able to buy everything, from 
everywhere, for the most competitive and affordable prices. Over the years, industries have given up 
quality for quantity to stimulate this consumer mentality. This shift has resulted in various negative 
side effects, specifically the oppression of traditional craft. The driving force of manufacturing has 
led to the fashion industry that we know today as fast fashion (Davies, 2014). This industry has 
played a significant role in the changing consumer mentality that made consumers create an under-
stimulating relationship with objects (Chapman, 2015, pp. 10). Industries have invested in providing 
products that fit this mentality for years which resulted in ethical consequences, like inhuman working 
conditions. Besides this, it also had created various ecological consequences like overfull landfills and 
pollution on nature. Since the upswing of synthetic textile dyes by Bayer and BASF in the 19th century, 
industries have stopped using natural and sustainable dyes for their productions. These synthetic 
dyes have been the biggest pollution of rivers all around the world (Mazzotta & Williams, 2016). 
Before the 19th century, the only way to create color on textiles was by using natural dyes, like indigo 
pigment. This is a blue pigment that is naturally extracted from green leaves which makes it from 
beginning till end completely sustainable and harmless for man and nature (Balfour-Paul, 2011, p. 
116). Besides that, because of the completely different proces of application indigo also played a big 
influence in the fields of art, fashion, and culture throughout the ancient years, as well as the recent 
time.

All around the world still exist many other natural and sustainable solutions, like the natural indigo 
pigment, that have been providing communities ways to produce garments, housing, and daily life 
object. These solutions are now often known as traditional craft techniques. Due to the sustainable 
aspect of using local and natural materials, various crafts have been able to exist for over centuries. 
For example, it was only since the start of the synthetic dye industry that the ancient craft of indigo 
dyeing was on the edge of disappearing (Oei, 1985, pp 33, 34). Like the craft of natural indigo dying, 
many more crafts and local artisans have lost or are on the edge of losing their capability to practice 

their traditional craft due to the competitive fast production industry. Portuguese artisans also 
noticed this effect, which resulted in many local artisans having to close their workspace. This is a 
consequence that not only effects the artisans personally, by not having a job or not being able to 
practice their skills, but it also results in losing a piece of cultural tradition. As more consumers are 
feeling a social responsibility to use their consumption for a greater good, various industries are 
stepping away from the fast manufacturing and are slowly shifting to slower, ethical, sustainable and 
often handcrafted productions. This back to basic vision is a way to not only combat more damage to 
the environment, but is also a way to keep cultural traditions and personal stories alive while making 
the consumers reconnect again with their products. 
 
To explain the different aspects that revolve around this topic, the research territory will be split 
into three parts: the purpose of slowing down and reviving crafts along this proces, the specific role 
that indigo dyeing plays within this objective, and how I can combine the results of both parts into 
a design solution. This structure will make it possible to find a conclusion to the question: How can 
the technique of indigo dyeing play a collaborative role with local artisans of Portugal to revive the 
value behind it?. This research proposes to document various applications for the technique of indigo 
dyeing through the collaborative help of local artisans and materials around Portugal. The objective 
is to create a collaboration between artisan and design, between Portugal and the Netherlands, 
and between artistic freedom and cultural storytelling. The hypothesis behind this project is that 
the outcome of the research project can eventually lead to an official launch of a home decor brand 
that stands for sustainable production, less waste, quality products, and transparent collaboration 
between artisans. The first chapter Crafting as a movement will be focused specifically on how the 
value of the craft industry has been influenced over the last years and why/how it is of importance to 
revive and return this industry closer to the consumer. Also, the connection between Slow Design, part 
of the Slow Living Movement, and crafting will be introduced and will return further in the research. 
The second chapter Indigo dyeing: a color, a craft and more will explain the great impact that indigo 
and the craft of indigo dyeing has had since the beginning and how this is of value for the current 
time. The final chapter Indigo for a durable brand will talk about the visual research of translating the 
conclusions of the first two chapters into a design solution and final artifact.

The aim is to find the answers through various research methods such as case studies and interviews 
with artisans, artists, designers, or brands that all are connected with sustainable production, 
crafting, or indigo dyeing. It will include a literature review that explains the historical background of 
both indigo and Slow Living/Slow Design. Also, interviews, field research, and studio visits with local 
artisans will be documented. This part is seen as a crucial aspect of the methodology because it is 
the purest and personal way to learn about the knowledge and environment of local artisans. The 
information and data that is gathered from these methods will not only result in a conclusion for my 
research question, but it will also serve as inspiration that directly is translated in the final artifact. 
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CHAPTER 01 1.1 Slow Living: shifting from fast to slow

Human beings have it in their nature to be in a constant search of balance and 
improvement. During the start of the Industrial Revolution, which took place between 
the 18th and 19th century,  people were so excited about the new opportunities that 
machines could bring, that they developed and changed society at an increased 
speed. With significant consequences nowadays: Clean rivers turned into toxic, 
nature turned into factories and the daily life turned into a race against the clock. As 
more people are getting aware of the negative side effects of this rushed lifestyle, 
more people are trying to find ways to escape from it. One of the escapisms is 
noticeable in the migration from the city to the countryside. Moving to a rural 
geographic location can mean less economical stress and more time to enjoy your 
surrounding which makes younger generation more interested in nature, traditional 
lifestyles and cultural background than before (Rankin-Gee, 2017). It is noticeable 
that in the fields of art and design the attention to craftsmanship and nature is 
also more than ever before. The aim of this first chapter is to understand how this 
interest has become more relevant over the past years in order to find out what it 
can mean for the artisans and craft industry. In addition to the finds, field research 
and interviews were done with local artisans from Portugal. 

An antidote to a fast-paced world
Technologic developments caught our attention because they functioned as a 
device that would make us safe time for more social interaction. The washing 
machine, for example, was a revolutionary machine that would liberate housewives 
from scrubbing hours to clean the clothes to be able to spend more time with their 
children (Koncius, 2011). After the washing machine came into our lives the general 
standard of hygiene changed. What makes us wash our clothes more often and 
what brought back the piled laundry baskets once again (Honoré, 2004, p. 28). The 
popularity of washing machines may have only started significantly around 1950, 
but before that the urge of saving time was already stamped. The nineteenth century 
was filled with developments that would simplify travel, communication, and work, 
including the new meaning of time. Workers were not used to be punctual or being 
paid by the hour. To boost this new concept of punctuality, in 1876 companies 
started hanging clocks for workers to start ‘clocking in and out’ during each shift. 
As a result, the ‘time is money’ concept was born (Honoré, 2004, pp. 22-24). The 
constant aim to save time never went away. In fact, it has never been so ‘normal’ as 
nowadays. A concept started to develop that aims to work as an antidote against 
this fast-paced world. This concept is called: Slow Living. Charles Eisentein, author 
of The More Beautiful World Our Hearts Know Is Possible (2013), outlines the main 
purpose of Slow Living in the article Slow Living Is Healthy Living (2014) written 
by Michael Finkelstein: “I think that it would be a misunderstanding of the slow 
movement to say that it advocates always doing things slow, […] Really what it is 
advocating is that when it is time to be slow, be slow. And when it is time to be 
fast, urgent, and forceful, do that, and learn to recognize the difference. I think that 
in our culture, we are habituated to always be doing things fast and efficiently and 
forcefully … So we get into a pattern of urgent action, even when it’s not appropriate, 
even when we realize that the way were are doing things is actually making the 
problem worse” (as cited in Finkelstein, 2014, para. 5).

The Slow Living Movement
The Slow Living Movement aims to rethink the current habits within economics, 
production, and consumption. The movement is originated in 1986 by activists from 
Italy who were named the Acrigola group but it made his official start as Slow Food in 
Italy, in 1989 (Parkins & Craig, 2006, p. 19-20). During the opening of the McDonalds 
in Rome, at the Piazza di Spagna, a protest leaded by Carlo Petrini took place. Out 
of despite for the fast food industry, the name slow food was arranged. Slow food 
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are integral to the principle of well-being” (Fuad-Luke, 2004, p. 19). The Design 
Principles of Slow Design were co-defined between Fuad-Luke and Carolyn F. 
Strauss, the founder of SlowLab, in 2008 in their paper The Slow Design Principles - A 
New Interrogative and Reflexive Tool for Design Research and Practice (2008). The 
principles are defined in six categories: Reveal, Expand, Reflect, Engage, Participate 
and Evolve (Strauss & Fuad-Luke, 2008, pp. 3, 8). A designer who follows the Slow 
Design principles should aim to create a balance between function and discovery for 
the user in his final artifact. Slow designed artifacts can support the escape of time 
pressure, stress and multitasking of the consumer by creating a more conscious 
use of a product. At the same time it can enhance the growth of social engagement, 
community and culture by incorporating local production methods during the 
manufacturing. It also clarifies the importance of clear storytelling for the succes of 
a designed artifact.

grew out as an established organization what currently organizes events related 
to their niche, such as Salone del Gusto; an event that brings together artisans and 
producers of the food industry from all over the world to exhibit slow gastronomy 
(Slow Food, 2021). Both the Acrigola group and the Slow Food organization wanted 
to highlight the importance of the cultural role that food plays for communities and 
how conscious production, preparation and consuming influences this. Partly due 
to the fact that the Italian protesters in 1989 worked with an English slang, the Slow 
Food protest grew acknowledgement over the different continents and more sub-
categories started to appear. In 1999 the Slow City Movement started by the intuition 
of Paolo Saturnini (Oliveti, 2016), in 2002 Alberto Dolara introduced Slow Medicine 
(Lie, 2017) and in 2004 the Slow Sex Movement was created by Nicole Daedone 
(Huet, 2018). Slow Living currently is an umbrella name to explain the over-all 
objective that these and other sub-categories share.
 
Even though each sub-categorie has their own specific focus, in all of these sub-
categories slow doesn’t just mean slowing down in time. It means to be conscious, 
to be more present in the consumption of the activity. This conscious approach is 
substantiated by the promotion of healthier, more sustainable, and more enjoyable 
lifestyle habits. Zooming in on slow sex, for example, Carl Honoré explains in his 
book In praise of the slow (2004): “Many women - 40% according to some surveys 
- suffer from lack of sexual desire or pleasure. Sure to our quick-fix culture, the 
pharmaceutical industry insists that a Viagra-style pill can put things right. […] 
Maybe the real problem is speed. A women needs more time to warm up taking on 
average twenty minutes to reach full sexual arousal, compared with ten minutes 
or under for a man” (Honoré, 2004, p. 146). Our sex lives are not just influenced by 
the increase in working hours, but it is created by our hurry-up culture that nests in 
everything that we do. The same goes for our eating habits, our way of planning, 
and our way of consuming. The destination is often the aim, not the way towards it. 
Just like the quantity is often more valued than the quality. Which, in the case of sex, 
makes us obsessed with the orgasm rather than the good foreplay that triggers it. 
Slow sex, just as the other sub-categories, functions as an example to show how it 
is necessary to start reconnecting with our surroundings. The hurry-up culture that 
once started on the work floor is, often without consciousness, integrated in our 
daily life, and with that our overall perspective on how we experience it.

Slow Design
In 2004 the first association to the term Slow Design was created by Alastair Fuad-
Luke, a New Zealand scholar. He wrote an essay, called Slow Theory (2004), in which 
he presented how Slow Design can function as a tool to reflect on the proces of 
designing to create more meaningful, long-lasting and sustainable relationship with 
designed objects. He explains “The guiding philosophical principle of Slow Design 
is to re-position the focus of design on the trinity of individual, socio-cultural and 
environmental well-being. Slower human, economic and resource flow metabolisms 

Principles Explained
Reveal The opportunity of revealing or enhancing aspects related to material, process 

and experience of the everyday life. A product can promote ethical consumption 
choices by showing the consumer where the product originated from.

Expand To try to expand the potential meaning, use and relation of a designed object 
by looking further than just aesthetics and shapes and give more focus on the 
interaction that the object can create between the environment, the user and the 
object.

Reflect The importance of reflecting not only ecological values of the design and 
manufacturing process, but also reflect on the emotional experience that the 
project can create. In the designing of everyday objects the focus can be less 
about functionality and more about celebration of imperfections and personal 
relationship with the user. Reflecting will also mean taking the proper time to test, 
improve and fine tune a design by incorporating user tests.

Engage To create engagement throughout the whole design process. It challenges 
designers to collaborate, to be transparent and to co-create with others to promote 
a constant development of the product. This, for example, can be done by working 
together with local craftsman or using locally sourced materials.

Participate The participation and active collaboration of local knowledge or regional culture 
during the design and manufacturing of a product will embrace the creation of a 
community and social accountability through design.

Evolve To challenge designers to create a balance between creating designs that promote 
a mindful and present use while thinking about ways that their designs can serve 
as a valuable product for the future. Slow designs can evolve shape, function or 
look over time to improve the durability and experience of the object.

Slow medicine doctor 
A slow medicine doctor is 
a doctor who participates 
in the field of healthcare 
with the objective of fixing 
health challenges by 
focussing on the deeper 
cause of someones pain 
or sickness. Instead of 
prescribing medicine that, 
from time to time, will ease 
the problem for the short-
term, a slow medicine 
doctor aims to find other 
solutions to benefit the 
health of a patient for the 
long term (Slow Medicine, 
2021).

Slow Design Principles 
Categories in graphic presented by Strauss & Fuad-Luke, in 
The Slow Design Principles - A New Interrogative and Reflexive 
Tool for Design Research and Practice (2008, pp. 3, 8)
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Opportunity for reviving crafts 
To boost the sustainable use that Slow Design is aiming towards, there needs to 
be a shift in the current consumption habits. Michael Hall explains in his paper The 
contradiction and paradoxes of slow food: Environmental change, sustainability and 
the conservation of taste (2012) using the words of Tim Cooper: “for sustainability 
to be achieved technological improvements alone will not suffice and instead, there 
is a need to slow the rate at which raw materials are transformed into products and 
services and eventually discarded as ‘waste’” (Cooper, 2005, highlighted, as seen in 
Hall, 2012, pp. 53, 54). Micheal further adds “consumption has become increasingly 
problematic in light of the potential ecological harm of overconsumption of 
renewable natural resources and the cultural and economic effects of particular 
consumptive practices” (Hall, 2012, pp. 53, 54). The critical approach that Hall uses 
to describe technological improvements doesn’t come from his own philosophy. The 
moment that workers started to be replaced by machines, waste started to appear, 
a “problem that only scarcity societies would dream of” (Sennett, 2008, p. 109). This 
waste only started to grow more over the years: we dispose items way before their 
practical life has ended and factories produce way more than there is demand. Fast 
fashion - meaning inexpensive clothing produced rapidly by mass-market retailers 
in response to the latest trends according to the Oxford dictionary - is currently one 
of the main industries that are guilty of waste and pollution. A survey by Fashion 
Revolution in 2020 showed that 5% of the respondents would never be seen wearing 
an item more than once. As the Slow Living/Slow Design Movement would aim, is 
that we start reconnecting again with the origin of the objects we hold in our hands 
or the items that we wear on our bodies. One way to reconnect with the value of 
objects is through crafting. 

As already explained by the Slow Design principles, working with locally sourced 
materials and local craftsman not only often promotes a more sustainable 
production, but it also promotes an expanded relationship between product 
and consumer. Christine Ax, a German author who focusses on the social and 
technological philosophy and economical, social and political features of craft, 
explains in an interview with Gert Hasenhütl, a teacher at the Academy of Fine 
Arts in Vienna, published in the Journal of Modern Craft (2018): “If sustainable 
patterns of production and consumption are the focus of attention, craft could 
become a leitmotif for society in general, and manual skills could regain their former 
value” (Ax, in Hasenhütl, 2018, p. 69). In 1400 only around half of the craft related 
business in Europe were passed to the next generation and by the end of 1600 this 
percentage went down to 10 (Sennet, 2008, pp. 63, 64). The medieval studio’s were 
mostly held together by pride than by love. As soon as the Industrial Revolution 
advanced, next generations had to follow along with the technical development 
and besides that, the young nowadays have a wide range of institutionally based 
career choices to choose from where creative jobs are not displayed as economical 
successful (Peiperl et al., 2002, p 2). During the Industrial Revolution a lot of the 

intense labour work has been taking over by machines, which leaded to a decrease 
of the value of handmade craft pieces. It is visible that the decrease of crafting is 
slowly shifting into an increase again. In 2018 Mark Hill, the CEO of the Association 
for Creative Industries, stated in the article Millennials Are Ready For Crafting, But Is 
The $36B Crafting Industry Ready For Them? written by Pamela N. Danziger “Today, 
crafters are the youngest they’ve ever been. The latest percentage of crafters (41%) 
are millennials, between the ages of 18-and-34 years old” (Hill, in Danziger, 2018). 
Crafting is becoming a way of self expression, a way to upcycle old materials and 
a way to bond with the people around you. With the help of Social Media, platforms 
like YouTube, Pinterest and Instagram, the dusty identity around crafting is reforming 
into a contemporary activity. Besides that, professional crafters are less depended 
on obtaining their skills from their previous generation. Most crafters that are 
entering the market today are self-taught (Morris Hargreaves Mcintyre, 2020, p. 67).

The contemporary craftsman
Nowadays, as stated by Richard Sennet (2008, pp. 50-52), society has difficulty 
valuing the work of craftsman based on three compounds. The first issue is based 
on the skill development. Practicing skills takes time. Time that, due to modern 
technology, according to the Slow Living Movement, we don’t seem to take. Work 
that includes repetitive handwork is seen as not challenging, while in reality 
work that separates the hand with the head can lead to a damaged mental state. 
Secondly, compared to other modern age jobs, craftwork is based to be improved 
by self-consciousness of the maker. The author describes “Western Capitalism 
has sometimes claimed that individual competition rather than collaboration most 
effectively motivates people to work well, but in the high-tech realm it is firms that 
enable cooperation who have achieved high-quality results” (Sennet, 2008, p. 52). 
Just as the cooperative firms, craftsman often thrive their motivation by improving 
self-consciousness rather than by judgement or competition between others. The 
final problem lies within the misunderstanding of measuring quality. To initiate 
an increase of craftwork, the value and identity about the act of crafting has to 
be reshaped. The objective of the first issue is brought to light in this chapter, by 
explaining the value of slowing down and taking time to do things good instead of 
just doing it, like how a craftsman does. The second objective will be researched in 
subchapter 1.2 and the final will be further explained in subchapter 1.3.

CHAPTER 01CHAPTER 01
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1.2 Reconnect with your surrounding through your hands

The self-consciousness and self judgement that can be found in craftsmanship is 
an element that is disconnected in western competition. Sennet emphasizes in his 
book that currently the workers are not physically carrying out the work anymore but 
they are mainly surveying to make sure that the machines keep working as planned. 
The workers turned solely into witnesses (Sennet, 2008, p. 44). A contemporary 
craftsman still has self-consciousness in him, but besides that it can take motivation 
and satisfaction out of other elements than competition between one another. 
This motivation will be explained by zooming in to four different purposes: culture, 
sociality, sustainability, and ethicality. 

Cultural purpose
When looking to the intangible culture heritage of a country or region, there is a 
clear visible link between culture and craftsmanship. Intangible culture includes the 
practice or documentation of expressions, skills and knowledge. The United Nations 
Educational, Scientific and Cultural Organization, UNESCO, created a database to 
document and safeguard many valuable intangible cultural heritages that exists 

in different parts of the world. This list includes currently 584 
unique elements from 131 countries (UNESCO, 2021). Portugal 
claims 8 elements in this list, including the manufacture of 
cowbells, Bisalhães black pottery manufacturing process and the 
craftsmanship of Estremoz clay figures, that can all be considered 
related to craftsmanship. When looking to the overall elements 
on this list, it is noticeable that there is a great focus on the 
craftsmanship of objects, like the handmade weaving of Upper 
Egypt, the traditional Kosiv painted ceramics of Ukraine, the craft 
or Aubusson tapestry of France, and craftsman practices, like 
Chinese calligraphy, Indonesian batik and Blaudruk and indigo 
dyeing in regions of Europe. After the Industrial Revolution, the 

purpose of craftsman were often questioned. Machines could recreate objects 
close or identical to how craftsman did it and often did it way faster, but yet the 
influence of crafts is still very much present and noticeable today. When an artist is 
working with ceramic clay with the purpose of making an almost abstract sculpture-

like object, due to the influence of craftsman, we will always be able to relate to 
this sculpture as a pot (Sennet, 2008, pp. 123,128). This shows that the cultural 
function behind a material and a craft is not separable, even when an artist tries to 
disconnect from it. UNESCO helps a great deal in making sure that the function of 
craftsmanship will remain relevant by creating recognition of each unique intangible 
cultural heritage. When craftsmanship would completely disappear, culture would 
not be able to exist in a true state.

Social purpose
When talking about the term social purpose, it relates to a solution or a vision that 
chases for a greater good. A social purpose can for example help companies to 
grow by targeting audience that shares the same values and believes (Stengel, 
2011), but a social purpose can also help individuals to slow down and reconnect 
with what makes them happy. The Arts and Crafts Movement, who was standing 
up against the industrialized industry, shaped the idea “crafts were hailed as a link 
to a kinder, gentler era” (Honoré, 2004, p. 189). Currently, more than a century later, 
it is noticeable that craftwork and handwork is again raising up against the hurry-
up culture. We can say that the popularity visually increased with Martha Stewart 
around the beginning of the 1980s, who is worldwide known for her Do-It-Yourself 
cooking and crafting projects, but it doesn’t end there. During the quarantine period 
that many countries had to face due to COVID-19, online craft webshops notice 
a big growth. Visitors at the idea page of Hobbycraft, the biggest UK arts and 
crafts retailer, grew three times more after the start of the lockdown and online 
knitting workshops have never been more successful (Wood, 2020). The shift in 
activities during the lockdown form an example that the objective of the Slow Living 
Movement has never been more relevant. People suddenly are filled with free time 
and are in search of mindfulness activities that can occupy their brain and hands 
(Margolis, 2020). Crafting creates a perfect balance between work for the mind and 
work for the hand and when done together with others it can be a tool that serves 
social engagement. James Otter, founder of Otter Surfboards and maker of award-
winning wooden surfboards, confirms this in his book The Power of Your Own Hands 
(2020). Families, friends and loved ones come to his workshop to spend a 5-day 
class to make their own wooden surfboard. The power of making something with 
hands and with crafting has strengthen relationships again (2020, pp. 90, 92). In the 
workshop of a craftsman an environment gets created where people, that have been 
co-existing due to the busy lives, are experiencing and succeeding in something 
together. He explains “Our hands are the main physical connection we have to the 
world around us. They represent how we connect to the world and our surrounding. 
The journey of making that we take people on ends up having very little to do with 
the actual surfboard” (2020, p. 101). 
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Bisalhães black pottery 
from Portugal.
Calvet, C. (2003)
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Sustainable purpose 
Crafting is the act and destiny of a traditional craftsman (Kennedy, 2010). In order 
to succeed his craft, a craftsman needs to practice, take time and stay critical about 
each crafted piece. Craftsmanship always has been influenced by the environment 
and crafting is made possible by local and/or natural resources of the environment 
of the craftsman (Giudici, 2013). For example, Isabel Soares, a basketmaker from 
Vila Cova in Portugal, explains that the traditional craft of basketmaking of Portugal 
uses reed as their main component. This material comes directly from the nature 
around her and it gets natural dried before it can be used in the weaving of the 
baskets. No chemical process is needed and no harmful human action is necessary 
to prepare the reeds or the basket itself (Soares, personal communication, 
November 10, 2020). Crafting is as a great way of make one of a kind pieces and 
because of this element, crafting can promote upcycling and the reuse of materials. 
Rose Pearlman, a textile designer, artist and rug hooker from New York, is a great 
example of this. In her book Modern Rug Hooking: 22 Punch Needle Projects for 
Crafting a Beautiful Home (2019) she invites others to start crafting with a punch 
needle. With a punch needle you basically punch yarn into a textile surface to create 
small loops. Normally the yarn is made from wool, but Pearlman tries to present 
punch needle in a different context. She promotes clever ideas, as reusing the textile 
of an old bedsheet or upcycle a plastic bag by ripping it in long thin pieces in order 
to replace the classic wool yarn. Pearlman’s work gets much recognition because of 
the sustainable attitude that she has towards the crafting process and the curious 
approach that she takes towards the purpose of materials that can be found in her 
surrounding.

Ethical purpose
Just as how it is important to give back to the earth, the culture and sociality 
of crafted objects, we also owe to give back to the makers behind each crafted 
object. As we saw that sustainability focusses more about a positive impact on the 
environment, ethicality focusses on the manufacturing of objects without damaging 
people of communities. In the textile industry for example, due to fast fashion, 
there is a lack of ethicality on the work floor. First of all, many employees work in 
day labor, which means they are informally employed and are never secure of a 
stable income and are often much underpaid. Less than 1% of the brands who are 
conducted in the Fashion Transparency Index 2020 of Fashion Revolution are being 
transparent of the number of workers who are paid a living wage and only 5% of the 
brands are publishing a time-bound plan to grow towards living wage payment of the 
workers (2020, pp. 52-54). Secondly, due to the pollution of the factories the rivers 
are destroyed by chemicals of dye factories and trash of textile factories, which 
means that the local workers don’t have access to basic needs, such as healthy 
drinkable water (Mazzotta & Williams, 2016). Stimulation of more small production 
can create more room for valuable and well paid craftsmanship while giving more 
control over creating a safe and healthy workspace. This statement is actively 

demonstrated by looking at the Nike Art Centre, what is founded in Nigeria by textile 
artist Nike Davis-Okundaye. When she was younger, she grew up in poverty with 
her family and her great grandmother, a local adire artisan, who transmitted her the 
traditional art of indigo dyeing. Adire is the name that is given to indigo dyed garbs 
that are produced by Yoruba women of southwestern Nigeria who use resist dye to 
create unique patterns on the fabric. When Davis-Okundaye became a successful 
artist, she decided to help her community through this local craft. Currently, she 
provides workspaces and workshops for local moms to create unique ‘adire’ printed 
textile pieces that get sold to all over the world. Thanks to this institution, it is made 
possible for the workers to be paid with a fair salary by which they can provide and 
pay their kids’ educations (Lance, 2011). 

The project of Davis-Okundaye is a clear example 
that shows how it is possible to incorporate 
the four above called elements into a crafting 
business. Her project is preserving the local 
culture of adire and craft of indigo, it brings 
together a social and safe community for women, 
the workers create sustainable pieces by using 
local sourced indigo and it is providing ethical 
developed growth to the community. 
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Yoruba women working at 
the Nike Art Centre
(Lance, M., 2011)
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The third compound that Sennet named in his analysis, of why contemporary 
craftsmanship is considered undervalued, is based around the problem of how the 
quality is measured. When looking at craftsmanship versus machine production one 
element that is not specifically brought to attention yet is the imperfections that can 
be found in hand-crafted items. The fact that crafted objects are manually made, 
ensures that each piece cannot be 100% identical to the other. The other difference 
is the amount of time that a craftsman takes to make one item compared to the 
time a machine or electronic system takes. In this subchapter, the purpose of these 
differences for the craftsman and the consumer will be explained to understand the 
influence they have over the quality.

Modern manufacturing of crafts
Modern manufacturing, also familiar by mass production, is known for the 
production of products in a large quantity and scale. It had become important 
to cooperate crafting in this manufacturing scheme since crafts and handwork 
take up a lot of time to produce (Sennet, 2008, pp. 35 - 36). The manufacturing 
program made it possible to produce crafted objects, like ceramics, cheaper and 
faster. Craftsmen have been trying to compete with this manufacturing by lowering 
their prices, even though their crafted objects are in many cases considered with 
higher quality. Consumers are chasing trends that only last a season instead of 
products that are made to last years. Donald Arthur Norman, a researcher, author, 
and professor in the design field, explains in his book Emotional Design (2004) that 
there is only a small group of consumers left who still put behavior as the main term 
when purchasing items. Clothing that, for example, is made for gardeners, mountain 
climbers, and athletes are technically way more durable and thought through than 
clothing made for everyday life. They are made to last long, to be functional while 
keeping a contemporary look (Norman, 2004, p. 82). Besides that, a craftsman 
does not have the backup of a marketing team that attracts and manipulates 
the consumers like big cooperations in the manufacturing industry have. Sennet 
states “The good craftsman is a poor salesman, absorbed in doing something well, 
unable to explain the value of what he or she is doing” (Sennet, 2008, pp. 117, 118). 

To promote the high-quality and long-lasting capability of a product, craftsmen, 
designers, and other makers have to come up with clever storytelling to make the 
modern consumer willing to buy their items for a fair price.

Creating an emotional connection through objects
In every language humans relate and communicate with the world around 
them by using references related to human characterization. This is called 
anthropomorphosis. Sennet describes this part of the language-expression also 
as humanizing (Sennet, 2008, pp.135, 142). Anthropomorphosis is the way we give 
human characteristics to non-human objects or breeds, like the way a mechanic will 
refer to the car as she/he and the way a florist will refer to a freshly made bouquet 
as happy, honest, or joyful. Humanfying is a necessity in the language since it is 
one of the ways we, humans, learn how to relate to and comprehend the world that 
we live in (Turk & Ulin, 2020). It makes us create a relationship with the products 
that we use, the toys we play with, the food we eat, and the brands we choose to 
buy from (Chapman, 2015, p. 69). It influences the way we consume products and 
more importantly because of humanfying and consumption we can save memories 
in objects. Craftsmen and designers can take advantage of this characteristic of 
the human to promote their work. Norman explains that consumption is not solely 
based around clever or esthetically designed packaging. He takes the water bottle of 
the brand Ty Nant as an example: “The reflective side of emotion is involved as well, 
for the saved bottles can serve as reminders of the occasion when the beverage 
was ordered or consumed. Because both wine and expensive water are sometimes 
purchased for special occasions, the bottles serve as mementos of those occasions, 
taking on a special emotional value, becoming meaningful objects, not because 
of the objects themselves but because of the memories they produce, and […] 
memories can trigger the powerful, long-lasting emotions” (Norman, 2004, p, 65).

1.3 Creating empathy through design
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Cobalt blue Ty Nant bottle 
launced in 1989
(Ty Nant, 2021)
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The luxurious design 
makes people save the 
empty bottle to use as a 
vase around the house
(Norman, 2004)

The object gets the same purpose as a travel 
souvenir. In many households, the water bottle 
gets displayed or used as a vase for plants. 
When one creates their own narrative with an 
object, it will forever be associated with highly 
meaningful memories that on some occasions 
are irreplaceable and therefore forever preserved 
(Chapman, 2015, p. 44). 
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Durably crafted objects for durable consumption
The extreme amount of waste that we are experiencing in modern manufacturing 
is a result of unsuccessful user-object relationships. It is failed to created empathy 
or memories with the objects which leads to disposing the object long before its 
lifespan should end (Chapman, 2015, pp. 23, 25). Research done by ES Magazine 
showed that 75% of the UK consumers are preferring to purchase products that are 
made under ethical or green conditions over the other, 86% say they will create a 
positive opinion about the brand when the brand shows they are doing something 
that gives a positive impact to the world and 56% of them find it important that 
they purchase of brands where they can build a valuable relationship with (2015, 
pp. 9,10). It gets more vital for big brands to be transparent about their production 
conditions and brand ethicality. For craftsman on the other hand it shows that their 
work, production, and prices are slowly valued again by consumers. From 2006 
to 2020 there has been a visible growth in the craft market. The survey done by 
Crafts Council UK about the market for crafts (Morris Hargreaves Mcintyre, 2020 
pp. 6 - 69) shows that consumers of crafted objects have grown from 17% to 73%, 
which means that craftsmen are entering the mainstream markets. Yet the survey 
also shows that it is still of great importance that craft-based brands or makers are 
communicating with consumers about their actions towards ethical, sustainable, 
and handmade production. 

One way contemporary crafters and craft brands can put this into action is by 
communicating transparently about the people who made the items, the places 
where the materials are obtained, and the environment where the items are made. By 
creating a storyline based on emotional experiences, like knowing the background 
of the makers, consumers can create emotional experiences and value through the 
crafted object (Battarbee & Mattelmäki, 2003, p. 290). The emotional experience 
and the humanification gets further emphasized due to the small imperfections 
that crafted items include and mass-production can’t produce. Bernadette Murphy 
emphasizes this: “What value does an object have when you can buy ten more 
exactly the same in an instant?” (Murphy in Honoré, 2004, p. 191). Crafting may 
produce higher quality products, but, as also stated through the principles of Slow 
Design, by communicating more transparently about who created the product, where 
it is created and why, consumers are more likely to create a more personal and 
emotional relationship with the product. Therefore, designers, crafters or brands can 
stimulate a more durable consumption by enhancing the human side of crafting in 
their visual and brand identity.

Cultural appropriation in the craft industry
Crafts is not only related to te present, but is also very closely bound to the past 
and the future. Besides the fact that crafting was a branche that was mostly 
passed from generation to generation, in many cases it was also closely developed 
by the influence of cultures and small communities. We mainly speak of cultural 

appropriation when a more dominant and privileged culture is using elements that 
originated from a non-privileged and non-dominant culture without respect to the 
original meaning of this element or without providing the deserved credits to the 
original heritage (Cuncic, 2020). Kimberly M. Jenksin, a professor at Parsons New 
School, explains the meaning further in an interview with Céline Semaan, published 
in Fanzine 04: Fashion Craft Revolution (2020) “the concept of taking a fashion 
object or adornment or style that is not natural to your own lived experience or 
culture, and taking it on as your own and profiting from it” (as cited in Semaan, 2020, 
p. 13). It is very important that contemporary or self taught crafters approach their 
craft with thoughtfulness. Elements as iconography, material, medium and color all 
tell a story that can carry a deep meaning in the original culture of the craft and as 
a contemporary maker it is therefor important to be aware and show respect to this 
origin.

In the last years, especially in the fashion industry, many cases of cultural 
appropriation have been brought up. The following example provides as an 
explanation of how cultural appropriation can take place. Batik is a wax-resist 
dyeing technique that is originated in Indonesia more than 2000 years ago (Fashion 
Revolution, 2020, p. 32). The detailed patterns and icons all function as a visual way 
of communicating. H&M, a western fast fashion brand repetitively uses the term 
Batik to promote t-shirts that represents Graphic illustrations and prints, which are 
not in any form related to the Indonesian traditional craft of Batik.
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T-shirt available online at H&M claims to be a Batik 
patterned print, while showing a Floral Graphic design.
(H&M, 2021)

F06
Traditional Batik printed fabrics from Indonesia, naturally 
dyed with natural indigo.
(own photo)
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1.4 Case study
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When looking back at the Slow Design principles, it is possible to say that design 
can play an important role when it comes to transferring a narrative, an engaging 
experience, or an emotional impact to the viewer or user. This case study represents 
how a design label can carry a socially responsible role in their production and 
communication, as well as how their products function to engage and motivate 
educational narratives.

Design against oppression
Disarming Design from Palestine is a contemporary and groundbreaking design 
label which was founded in 2012 by Annelys De Vet. During her visit to Ramallah, 
Palestine, she met Khaled Hourani, a local artist and director at the Academy of 
Arts. After this meeting the idea of using design as a method of creating a positive 
story about Palestine, as well as a positive impact for local makers, started. The 
label celebrates the richness of craftsman, culture and strong spirit of their country 
while using their platform and designs to start a critical narrative about the current 
situation that it is in. One of the most valuable objectives of this project is that it 
gives a voice to a diverse community of designers, artisans and makers to share 
their work, skills, motivation and passion through the output of design. They use 
craft as a way of communication. Each item represents a cultural craft of Palestine 
and each item tells a story about a maker, a culture aspect or political issues. All 
the products on this platform are made in Palestine, which also includes items 
made in Gaza, the regional refugee camps. Each product page includes an in depth 
description of the concept and the story behind the product, including information 
about the makers, video or photographic fragments of the production and a recorded 
interview with the artisan. Even though the design of each product and the overall 
identity of the project enhances the richness of cultural stories, it also functions 
as a method to initiate a narrative about the current situation of their country. They 
amplify that they see design as a medium to start emancipation, to create a social 
impact and change (Zappa, 2019). As a country who is suffering from political 
oppression, Disarming Design from Palestine uses design to peacefully fight against 
this oppression.  

Disarming Design from Palestine is the first educational system that offers a 
contemporary design program in Palestine (Leila, 2019). As the platform grew 
more interest over the world, they now use their community of professionals to 
provide valuable workshops and programs to students. Their community includes 
collaborations with Universities, including Sandberg Institute in Amsterdam and 
Sint Lucas School of Arts Antwerp. These collaborations provide opportunities for 
national, as well as international students, to grow themselves within social design 
and critical thinking. 

Barcelona or Madrid? No, Palestine!
Football is a sport that has taken a big role for many sport-fanatics. As teams 
around the world are all growing and developing themselves with new national 
and international players, the Palestinian football team is left behind. In 1998 FIFA 
announced the first official national football team of Palestine. Even though this 
should be a big development, in reality few are familiar with their football team. 
Due to national restrictions players are forbidden to travel across the border, which 
makes it unable to play with international teams, as well as getting a fair opportunity 
for international exposure for the players. Birte Veenkamp en Hein van Duppen, 
both master students at the Sandberg Institute, designed a collection for Disarming 
Design from Palestine using the famous shape and format of football team cards 
collections to represent all the players of the Palestine national team (Disarming 
Design, 2015, n/p). The collection functions as a platform to explain the political 
problem Palestinian footballers are facing and by choosing a familiar and generally 
used format they state that the cards should be integrated in the world wide 
collection of football team cards.

F07
Project Barcelona or Madrid? No, Palestine! designede by 
Birte Veenkamp en Hein van Duppen for Disarming Design 
from Palestine 
(Disarming Design, 2015)
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1.5 Artisans of Portugal
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Portugal has a strong relation to its cultural beliefs, customs, and traditions, which 
results that some Portuguese traditional craftsmen, compared to other European 
countries like the Netherlands, haven’t been completed disappeared due to modern 
manufacturing. Nonetheless, modern methods are widely accepted and are also 
being used. As we learned throughout the research, younger generations are getting 
more interest in locally and handcrafted goods. This means a possibility for local 
crafters to get more attention, as well as getting more recognition for their work. 
For this research, interviews have been made with local artisans related to the area 
of Penafiel and Barcelos to get an insight into their process, their thoughts, and 
their relation to their craft. These crafters are all dedicated to participating in their 
craft in the authentic way that it was done by the ancestors: using their hands and 
with none to almost no interference of modern technology. Besides the interest in 
learning about their personal stories, the studio visits were also important in learning 
about the natural materials that each artisan is using. Along the course of the visits, 
these materials have been brought with me and experiments of combining the 
material of the artisan with natural indigo dyeing are obtained. Throughout chapter 
2 the why behind using indigo dyeing will be explained, as well as the results of the 
experiments in chapter 3.

Manuel Leal Moreria started learning the craft of basket making at an early age. 
At 11 years old, after he finished school, he went to work for his father. Coming 
from a family of eleven children, he didn’t receive money in return. Instead, his dad 
would say that the first one to start would be the one to receive a reward, which 
resulted in him often waking up at three in the morning to start the work. Like many 
craftsmen, Moreira also had to compete against modern manufacturing. In his case, 
the concurrence was plastic. Plastic is water resistant and was sold for prices that 
he could never price his baskets for. Therefore, he was forced to step away from the 
craft at an age of 29. When he turned 58 he decided to turn back to the craft again 
and continues to practice it now during his retirement. He explains that he didn’t turn 
back to the craft for the money, because if there’s an order, it often costs physically 
and in time more. But, no matter if there’s orders or not, he will be in his workshop 
working (Moreira, personal communication, April 28, 2021).

Olaria Braz is a family ceramic workshop located in Barcelos, a territory known for 
its pottery. The company was started by the great-grandparents of Senhore Braz, 
which makes it already four generations old. Senhor Braz learned the craft from 
his father, as he started helping in and around the workshop. He remembers going 
out with the oxcart to fetch the clay. They solely work with terracotta clay, which is 
iconic for the area. The company currently is filled with 7 employees and every pot 
is handmade on the wheel, which makes no pot the same. As he is coming closer 
to his retirement, he explains his worries about the next generation. It is hard to find 
someone who can take over the business. To be a potterer, you need time to practice 
and control the technique. As it is not of current times to solely learn something 
without earning the money, most young people, therefore, don’t get involved anymore 
(Braz, personal communication, March 12, 2021).Manuel Leal Moreira

Craft: Basket making
Location: Peroselo, Penafiel
Material: Acacia wood, wicker, willow sticks

Senhor Braz of Olaria Braz

Craft: Ceramics
Location: Oliveira, Barcelos
Material: Terracotta clay
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Aloísio Moreira da Rocha

Craft: Miniatures in wood
Location: Figueria, Penafiel
Material: All types of wood; including pine wood, schist

Paula Maria Rodrigues da Cruz

Craft: Embroidery and textile weaving
Location: Pinheiro, Penafiel
Material: Linen, cotton, wool

Aloísio Moreira da Rocha is a miniature wood-maker from Figueira, Penafiel. With a 
father who worked as a carpenter, Rocha spends most of his young days helping his 
father out in the workshop. During this time he learned to understand the material, 
the tools, and the process of craftwork. Rocha didn’t see himself as a carpenter. 
Instead, he turned the knowledge he gained from his father during this time into 
something of his own. He worked at the Porto City council for some time but soon 
figured out he wanted to get back to the workshop. 33 years ago, he decided to 
fully dedicate himself to the craft, which was a radical decision considering that the 
competition with mechanic manufacturing was big. Most of his pieces are made to 
sell at markets or events, where he receives positive feedback from the people. He 
explains that to protect this interest in his craft, he sometimes has to keep a little 
secret about the process from the viewer (Rocha, personal communication, March 
10, 2021).

Paula Maria Rodrigues da Cruz learned the fine technique of embroidery and 
textile weaving from her mother. During the days that her mother was busy with 
the weaving loom, she would help her with the process. That’s how she got familiar 
with the material and the technique. Later on, her mom introduced her to various 

embroidery stitches. She explains that when there was no entertainment like we 
have now, her mom would gather with women of all ages and spend the afternoons 
embroidering. Her mother wanted to pass on the technique because nearby a 
factory of wool coats opened. When working in the factory, da Cruz had to work fast 
and be very familiar with the techniques. When her mother got sick, she went to take 
care of her and as she was not employed at a company anymore, she wanted to use 
this moment to focus more on the craft. It made her mother very happy to see that 
someone would continue the art of textile, and da Cruz also adds that even though 
many people sometimes look at the crafts as a poor living, some many advantages 
and appreciations are involved in it. Not everything is related to money. Currently, 
many young people love to come and learn about her craft, but this was not always 
like this. It was and still is, hard to put a price on her work, as many people would 
think it was all machine-made, which is not the case (Cruz, personal communication, 
January 22, 2021).
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CHAPTER 02 2.1 The first indigo blue landmarks

From learning about Portuguese craftsmen to a craft used in the Netherlands and 
from learning about a general purpose of handcrafting to focussing on one specific 
sustainable craft: indigo dyeing. Indigo represents the blue color we see when we 
look to the sky, as well as the dark shade seen in the ocean. But, indigo is not just a 
blue color or just a sustainable color. Indigo is a traveler’s trail.The history of indigo 
can be written all over the world and at all times as a confrontation of different 
extremes. Indigo provides the color for everyday clothes, symbolizing the ordinary 
and the neutral. But under other circumstances, it is an eminently ritual color, a sign 
of status or identification with a specific group. It is a color that was called a miracle 
by some and a mystery by others. In this second chapter the research will focus on 
learning more about these claims, including a glimpse of the history of indigo, how 
indigo left his own mark throughout different continents, and why indigo is in fact 
sustainable. Finally, through two case studies the current function of the craft of 
indigo will be further highlighted.

(Oei, 1985, p.13). The world map on image F08 
shows where the plant can be found and what 
name it is known for in that specific area. What 
all of these species have in common is that they 
belong to the family of Indigofera. The brother 
and sister-species that belong to this genus can 
be found in around 600 species in Africa, around 
80 in America, around 60 in Australia, and almost 

200 in Asia (Balfour-Paul, 2011, p. 91). Even though there are existing many various 
Indigofera plants in continents over the world, only a small number actually contain 
a high percentage of indican, the working agent of indigo. The Indigofera Tinctoria 
is the most known distributor of indigo and it grows best in tropical and subtropical 
regions. It is often said that Indigofera tinctoria is the most known indigo specie 
because this plant contains the highest percentage of indican. Even though each 
specie does produce a slightly different tone of blue and amount of indican, in reality 
it is the most known one because it was a specie that is most suitable for farming 
in temperatures that fitted many of the European colonies (R. Rehmann, personal 
communication, April 19, 2019). 

The craft industry exists of many techniques, products and stories. When focussing 
on the textile and craft industry, it is almost impossible to not talk about the natural 
indigo dyeing technique. The creation of colored fibers is often taken for granted. 
But, before the 20th century, humankind was only capable of creating colors by 
natural ingredients that were found in nature. This also applies to indigo, our only 
natural blue pigment, that can create a range of blues that go from as light as the 
sky to as dark as the ocean. Thanks to indigo’s unusual chemistry, it can be used 
both as a dye where natural fibers are colored in a dye vat or as a blue pigment that 
can be used to make inks and paints. No other dye pigment has been valued by 
humankind so widely and for so long as indigo.

The plant
Indigo comes from a green plant with flowers. Indigo pigment specifically is 
extracted from the young leaves of this plant. The plant can be found all over the 
world and each place has its own name for this plant. It is hard to say how many 
types of plants really exist around the world since the plant was moved a lot from 
its original environment. This has resulted in the start of many different sub-species 
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Indican:
Indican is a substance 
that is found on the leaves 
of the indigo plant. The 
level of indican is different 
on each species, which 
makes some species more 
efficient and strong than 
others. When indican gets 
exposed to oxygen it will 
transform into indigotin. 
Fully oxidized leaves will 
turn into the blue clay that, 
after they have been dried, 
can be used as natural 
indigo dye pigment.

F08
Map showing the 
distribution of main indigo-
producing plants 
(Balfour-Paul, 2011).
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About the origin of indigo 
The oldest finds of indigo are found in two cultures. One of them could be found 
in Turkish Anatolia, where the activities took place ca. 7500 - 5700 BC. Some 
indications show that indigo was mostly used here for dyeing leather and textiles. 

Export and Exploitation
The growth and demand for indigo increased enormously. The colonies provided 
opportunities to grow wealth in Europe by exploiting local inhabitants. Most of the 
traditional indigo pigments were used as compost balls or wet paste, but it was 
only during the colonial era that the indigo turned into dried pigments. The dried 
pigments were the only durable way to export indigo without molding (Balfour-
Paul, 2011, p. 91). The colony owners forced the local workers and African slaves 
to work on indigo plantations. The status and price of the color kept getting higher 
and higher to a point where indigo powder acquired a value of money (Gray, 1933, 
p. 54). Indigo dyeing was just as big of a production during the colonial era as 
cotton and sugar cane. Jenny Balfour-Paul says the following “How many people 
know, for example, that the US Golf World Championship in Augusta, Georgia, takes 
place on a former indigo and cotton plantation?” (Balfour-Paul, 2011, p. 60). Indigo’s 
role in slavery is a dark page in the story of indigo and the world. Despite that, it is 
impossible not to mention it since the fingerprints of this colonial oppression are still 
found today in many regions, including Bengal. When the British rule ended in 1947 
West Bengal became part of India and East Bengal became part of Bangladesh. 
Bengal farmers suffered of extreme oppression. In the book Global Blue, Indigo and 
Espionage in Colonial Bengal (2006) the old reports of Pierre-Paul Darrac, chief of the 
French Settlement, states “By the early 19th century, it was Bengal’s turn to become 
prominent in the global history of indigo. Once again, it was a commercial success 
and a human tragedy. […] allowed Bengal, previously not associated with commercial 
indigo production at all, to emerge rather suddenly as a global indigo giant” (Darrac 
& van Schendel, 2006, p. 10). After the indigo revolution that took place in Bengal in 
1859, local farmers wanted to detach themselves from indigo cultivation (Ghosh, 
2020). After 162 years local farmers still consider their lands haunted by the 
unbearable torture that happened on it, which contributes to the fact that the image 
of indigo farming and dyeing never got a fair chance on being revived.

Synthetic dye 
After the abolishment of slavery and the Industrial Revolution that started around 
1760, chemists were looking for a high-quality synthetic version of indigo. In 1856, 
William Perkin, at the age of 17, discovered the composition for synthetic dyes, but 
it was only in 1897 that a very close synthetic version of indigo was discovered 
by german chemist Adolf von Baeyer. The delayed discovery, in comparison of the 
other synthetic dyes, of synthetic indigo was because of the almost unexplainable 
composition and the extremely strong colorfastness of natural indigo. Von Baeyer 
had resold his patent to BASF, a german chemical company that is the largest 
chemical producer in the world. In the beginning, synthetic indigo and natural indigo 
existed both in harmony, but soon after the synthetic discovery and the popularity of 
blue textile started to increase tremendously around the globe, the value of natural 
indigo dyeing decreased enormously (Oei, 1985, pp 33, 34). This had enormous 

F09
Indigo-tattooed upper 
arm of a chieftain, +/-Altai 
500 BC. Hermitage, St. 
Petersburg, Russia 
(Rotgans, 2016).

The other one is in the Pakistani Indus Valley, during the excavation 
of Mohenjo-Daro. During the excavation traces of indigo dyeing 
were found that referred back to 2600 BC. In Egypt, there are 
also various discoveries of intact mummies that were wrapped 
with indigo-dyed threads. This evidence alone is only too thin 
to establish an origin of indigo in Egypt (Rotgans, 2016, p. 124). 
To activate the indican on the indigo leaves, a chemical reaction 
needs to take place. According to the archeological studies that 
Monica Rotgans, an artist and researched, used in her publication 
Blauw Groen (2016), the indigo plant was used to light campfires. 
As soon as the fire went out, a blue tint was visible around the 
bonfire. This most likely was the first encounter with this color 
extract. Another introduction to indigo happened when urinating 
on the plant (Lance, 2011). Here too, due to the heat and PH level 
of the urine, the blue tint appeared. The discoverers had developed 
the recipe to extract and to dye the indigo in a way that indigo 
farms still use today. The methods of extraction and dyeing will be 
further explained in this report. 

The name worldwide
The name of indigo indicates the long travel that indigo has made. Western indigo 
gets its name from the ancient Greek word Indikon which translated to english 
means of India. It refers to the high-quality indigo pulp that was produced and 
traded on the eastern border of the Hellenistic world in the 4th century before Christ. 
In India itself, the word Nila was used as a name to refer to indigo. The caravan 
routes between Asia, Southeast Europe, and Central Africa also used the term Nila. 
This route brought the indigo to the North of Africa, where they called it An-nil. 
From North Africa, the indigo was transited to Spain, where they named it Anil, and 
Portugal, where it was named Anilera. From there it ended up in America (Balfour-
Paul, 2011, p. 11). In the time that Spain and Portugal brought indigo to America, 
the craft was already used in local cultures there as well. In South America, they still 
refer to the spanish term Anil (R. Rehmann, personal communication, April 19, 2019). 
It is noticeable that the exact origin of indigo is still uncertain to point out. Balfour-
Paul, a PhD researcher in the field of indigo, states in her book Indigo (2011) that 
even though the name suggests that the origin would be in India, “Archaeological 
evidence is sometimes underpinned by early written sources or visual material such 
as wall paintings, but certain aspects are bound to be speculative and there is still 
much to discover” (Balfour-Paul, 2011, p. 11).
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economic consequences for the countries of origin, like El Salvador, since the 
synthetic indigo was cheaper and faster to produce than natural. Synthetic indigo 
has now been accepted worldwide. Due to the changing agricultural and fashion 
industry, the globalization of societies, and the shift to mass production of Western 
clothing, the rapidly changing trends, and with that, higher demands in the fashion 
and textile industry, synthetic dyes are indispensable since natural dyes cannot meet 
such big and fast production.
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2.2 Indigo: base for cultural expression and storytelling

Indigo has traveled the world for centuries, hence why indigo is nestled in its own 
way in almost every society. Before the start of the synthetic dye industry, the world 
of textile was nothing like we know it today. The significance and value that indigo 
had in various cultures back in time is in many cases still noticeable nowadays, 
which makes it not only a part of intangible cultural heritage, but also a part of the 
contemporary craft industry.
 

Europe
Europe is most familiar with the indigo sub-species woad, also known as Isatis 
tinctoria or Woad (Visible on the map F08 in chapter 2.1). The woad is yellow of color 
and the word tinctoria translates as of the dyer. The plant is the winter version of the 
Indigofera tinctoria. Most indigo plants need a humid and warm climate to grow in, 
but the woad is one of the few that actually develops better in colder regions of the 
world, including several countries in Europe. Woad is a less powerful version of the 
indigo, as it gives a less bright blue tone to the textile. Until the 15th-century woad 
was the main source of blue textile, blue paint, and blue pigment in Europe (Rotgans, 
2016, p. 125). The result of woad dyeing is visible in the medieval costumes but 
is also used on various canvasses of painters. Johannes Vermeer, for example, is 
known to use a mixture of natural indigo pigment with natural ultramarine to create 
his signature blue. Also, it is discovered that in Vermeer’s painting Girl with the Pearl 
Earring (1665) the background originally existed out of a green background, instead 
of black, that was partly created with indigo and has been faded over time (Harris, 
2020). In the Netherlands, indigo was seen as a color of grief and was used in 
basically all the traditional garments. On F10, the levels of grief are displayed. The 

darker the shade of indigo, the deeper the grief 
of a widow. As the grief slowly passed away, the 
widow would combine indigo with shades of red 
and yellow. A griep period could take up to eight 
years. Most women did never reached the end of 
their grief period because it was very common 
to also grief for distant relatives, neighbors or 
acquaintances. In the 20th century, natural dyed 
indigo patches were still used during funerals, 
but currently most pieces are only displayed 
in museums (Oei, 1985, pp. 45,47). Though its 

F10
Hinderlooper clothing, 
by the illustrator Hendrik 
Lap, 1954. The deeper the 
mourning, the darker and 
the more indigo there is in 
the clothing. Fig E is the 
deepest mourning and  
from Figures F it slowly 
fades away from mourning 
(Oei, 1985).
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grieving character, indigo was in some occasions also seen as a festive color or a 
color of status. Some skirts and aprons would be dyed with an overdose of indigo 
to create a metallic finish on the fabric and would be worn during special occasions 
like a maternity visit. When the metallic finish was worn off the apron would be used 
during labor on the field.Until 1800 the import of other indigo pigments than woad 
became officially legal throughout Europe, as the governments tried to protect their 
local woad industry for as long as possible (Oei, 1985, p.16). Despite the legalization 
of indigo, woad pigments did not completely lose their place in the market. In the 
20th century, it was still one of the main textile dyes that were used to dye worsted 
yarn in navy blue, a contemporary name of indigo. This dyed yarn was used to make 
government and service uniforms around Europa (Balfour-Paul, 2011, p. 58).

Central and South America
Natural indigo dyeing is an age-old traditional craft in Central and South America. 
The Mayans also used indigo. The signature Maya Blue is created by blending a rare 
mineral clay with natural indigo pigment (Balfour-Paul, 2011, pp. 23, 24). Countries 
such as El Salvador and Nicaragua had very fertile land that was ideal for indigo 
productions. This resulted that indigo production formed the economical stability of 

Central America around 1600. With the rise of coffee, many indigo 
plantations were converted into coffee plantations. Until the start 
of the synthetic market and slavery, indigo remained one of El 
Salvador’s greatest sources of income. After the civil war in 1980 
- 1992 in El Salvador, Rhina de Rehmann has realized her vision of 
bringing the once-powerful indigo back to El Salvador. Rehmann 
is the founder of the first 100% organic indigo farm in the world, 
called Hacienda Los Nacimientos. The whole process from farming 
to extraction is done by hand (Rawal, 2013). Rehmann has received 
much recognition for her influential action within El Salvador and 
within the farming and indigo dyeing industry.

North-America
The denim jeans, a product that was designed as hardwearing and protective indigo-
dyed cotton worker pants for the California miners. The garment grew into being a 
product that transcends social classes. It used to be a symbol of anti-bourgeoisie, 
but since the involvement of couture, this has been transformed into a status symbol 
(Rotgans, 2016, p. 148). Over the centuries it had become apparent how durable the 
color of the indigo was. Farmers and craftsmen created more and more attention 
and preference for indigo around the 18th century. In the early 1800s, Levi Strauss 
started a small shop on the harbor side of San Francisco. Levi was a German boy 
who moved to America in 1849. During this time he started to make jeans that were 
wanted by local workers. In the beginning, the Levis were made of different fabrics, 
but soon the jeans were produced only with natural indigo dyed cotton. The durable 
color of the indigo matched perfectly with the high quality that Levis stood for. Thus, 

in 1877, the definitive and signature shape of Levi’s jeans was 
created (Oei, 1985, pp. 191, 194). Since the start of synthetic indigo 
in 1897, Levi’s had also switched to synthetic indigo. No less than 
7,000 liters of water are used to make synthetic dyed jeans, from 
start to finish (Sharifi, 2014). All of this has a significant impact on 
the environment. Consumers are becoming more aware of this and 
small-scale clothing brands are also rethinking and reinventing the 
use of the traditional natural indigo dyeing techniques for creating 
sustainable denim pants.

Africa
The continent of Africa is filled with a great diversity within ethnicities, regions, and 
cultures. In West Africa, indigo has spread its patterns in religion and trade. The 
trade of the textile industry was stimulated and spread by Islam and their desire 
for clothing. In the Middle Ages, indigo fabrics, clothing, and dyes were trade with 
products such as salt, gold, and ivory. The indigo was nuanced in many stories about 
value and meaning (Arsonson, 1980, pp. 89, 107). Africa still contains a big number 
of traditional nomad tribes, ancient cultural practices, and artistic craftsmanships. 
One of them being a nomadic tribe that is called Tuareg. The Tuareg tribe is a 
nomadic tribe from the Sahara Desert. The tribe is mostly recognizable by their 
visual characteristics instead of their physical appearance. One of those visual 
characteristics is the fully indigo-dyed garments that the Tuareg move around with, 
in the dessert. The Tagelmoest, an indigo-dyed cotton veil or turban visable on F13, 
is one of the main elements that is placed on the heads of male Tuaregs. Due to the 
breathable effect that indigo gives on textile, the indigo-dyed clothes protects the 
tribe against overheating by the hot desert sun (Keenan, 2003). The indigo dyed veil 

would also work as religious protection from the 
outside. Nowadays, tribes that stopped living 
like the classic norms, still use the indigo-dyed 
veil and garments as a piece that they wear 
during celebrations, like weddings. Indigo also 
functioned as a highly valued element for the 
Yoruba women in Southwestern Nigeria. Indigo 
is used for the adire textiles. Adire, which means 
tie and dye, can only be considered adire when it 
is dyed with natural indigo-dye. The technique is 
recognizable by its hand-painted, embroidered, 
and decorative prints. The color indigo represents 
the balance between heaven and hell, prosperity 
and death for the Yoruba tribe (“The Textile 
Queen from Yoruba”, 2017).

F11
Worker at Hacienda los 
nacimientos, who is 
grinding the indigo in 
powder form 
(Hacienda Los 
Nacimientos, 2019).

F12
A pair of Levi’s denim jeans, thought to be the oldest pair of 
jeans to excist, 1890. (Balfour-Paul, 2011).

F13
Tuaregs wearing the indigo 
dyed Tagelmusts in the 
desert of Mali, 2012 
(Weidinger, 2012).
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Asia
Indigo has been a cultural heritage of Japan since 1955. This was done in honor 
of a 61-year-old indigo farmer, named Mrs. Chiba from Kurikuma. She still worked 
with the primitive indigo fermentation technique. This is just one of the few places 
in Japan where the traditional way is still used (Oei, 1985, pp. 177, 183). The 
Japanese soldiers preferred to dress in dark indigo blue. The color became more 
and more popular with the ruling class as well. The indigo was a resistant material. 
The Samurai not only saw the beauty of the product, but it helped to prevent rashes, 
chafing, and perspiration (Naoke, 2019). Indigo is also visible in the traditional 
kimono due to the healing and spiritual character that indigo carries in Japanese 
culture. During the Edo period, 1603-1867, indigo dyed garments became widely 
worn by the different ranks (Blaine, 1998). This period of peace was very conducive 
for the development of indigo. Regions and craftsman developed their own styles 
and practices, which made indigo available for the lower and higher classes, but it 
did not loose its prestige. In Japan, it is still common to wear indigo for ceremonial 
events such as a funeral. Japan is also the origin of Shibori dyeing. Shibori dyeing 
is a textile dyeing technique that works as a resist dye. By creating stitches in the 
fabric, man prevents the dye from penetrating specific areas on the fabric. This 

technique makes it possible to create various 
abstract and figurative patterns onto kimono’s 
and big pieces of textile (Lagerquist, 2019). 
Shibori dyeing is often confused with tie-dyeing, 
but it cannot be seen within the same category. A 
textile piece that is Shibori dyed has gone through 
a process of stitching, bounding, and twisting to 
create a before planned design that goes into a 
natural dyeing bath, while tie-dye works mostly 
with synthetic textile dyes and rubber bands to 
create unpredictable abstract effects. produce indigo and, most importantly, how they 

assure a 100% organic production at her farm. 
The indigo gets extracted from a 6-month-old 
Indigofera tinctoria plant. As soon as the plants 
are grown, they will be cut and put in a big tank 
that gets filled with water. To extract the blue 
out of the leaves, oxygen needs to be ‘beat’ out 
of the water, visable in F15. When done long 
enough the chemical reaction starts to work and 
the blue gets separated from the leaves. After 
this process, all that is left is blue clay, water, and 
leftover indigo plants. The clay gets separated 
and dried in the sun to turn into pigment, while 
the water and leftover indigo leaves are returned 
to the land. The water will be reused to water 

F14
Japanese Summer kimono, 
Yukata, from the Meiji 
period in 1868-1912 
(National Gallery of 
Victoria, 1869-1912).

2.3 A sustainable method

The organic produced indigo pigment contains the most high-quality pigmentation 
of all the natural dyes. With the synthetic dye industry being the second most toxic 
industry on our planet, it is easy to assume that natural means sustainable and 
that less harmful is not harmful (Mazzotta & Williams, 2016). This also applies to 
the production of indigo. Even though the indigo color comes from a plant, which 
is a natural source, doesn’t make the production or use of indigo pigment instantly 
sustainable. For farmers, crafters and designers it is therefore important to be aware 
of each step to be able to improve or come up with clever sustainable and ethical 
solutions.

Production
During the process of extracting the blue out of the leaves, multiple steps need to 
take place, including water-use and fertilization, to succeed. That’s where Hacienda 
Los Nacimientos comes in. In 1995 the first 100% organic indigo farm, run by Rhina 
Rehmann, was born in Eastern El Salvador. The farm was created after the civil war 
as a tribute to the farm run by Rehmann’s dad. Therefore, her vision was to bring a 
tribute to the beautiful blue pigment and its historical economical value. Because of 
the very low ask of indigo pigments, she decided to win back indigo’s power on the 
market through sustainable production. During an interview with Rehmann (personal 
communication, April 19, 2019), she described the specific steps that are required to 

F15
The ‘beating’ proces 
during the oxidation of the 
indigo leaves in the tank at 
Hacienda Los Nacimientos 
(Mularz, 2019).
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the fields, and the leftover plants are brought back to the fields as fertilization for 
the still growing plants. All these steps that are made, resulted in their pigments 
containing 60-70% of pure indigo. What makes it currently the most powerful 
produced indigo since non-sustainable indigo farmers, according to Piet Kempenaar, 
who is the owner of the last existing paint mill that crushes natural mineral 
pigments in the Netherlands, produce an average number between 20-40% (personal 
communication, February 7, 2019). Unfortunately, as a result of the decreased 
popularity for natural indigo dyes, most indigo farms currently lost their existence, 
and the ones that are still producing don’t have the resources to invest in shifting 
their production to 100% sustainable. If natural indigo continues to grow further 
again, it will mean a possibility for indigo farms to maintain and even shift their farm 
into organic production. As a result of that, it will translate into more clothing pieces 
that are produced sustainably, and more products with far greater color quality than 
ever would be possible with synthetic dyes.

Farming
There are more benefits to the kind of farming that happens on Hacienda Los 
Nacimientos and the production of indigo than only the above called recyclable 
actions. Namely, regenerative farming. Regenerative farming is sustainable farming, 
but it goes a couple of steps further. This type of farming not only focuses on 
leaving out chemicals, but also looks at how agriculture can strengthen the crops, 
the soil, and the surrounded nature of the farm. Rehmann explained the effects on 
the soil when growing different crops on the same ground. She states that when a 
farmer would switch his crop every year with corn and indigo, he will need 71% less 
fertilization and he will produce 31% more (Rehmann, personal communication, 
April 19, 2019). This not only applies to the combination of corn and indigo, but 
this is an approach that can be applied to multiply crops and combinations that 
will strategically help to let each other grow with the minimal need of human-help. 
Journalist Emily Farra (2020), who wrote the article Regenerative Agriculture Can 
Chang the Fashion Industry-And the World, explained that our world has created a 
misconception of the term typical farming: When people think about a farm field, 
they visualize a big field that are filled with one crops, like potatoes, corn or onions. 
Even though this looks commonly normal to our eyes, for nature it isn’t. She explains 
what regenerative farming aims to do different: “On a cotton farm, there might be 
rows of snap peas planted as ‘cover crops’ to shade the soil so it stays cool, absorbs 
more water, and thus grows more microbiomes. Regenerative farms also implement 
‘pollinator strips’ of crops that attract bees and butterflies to the area, or they’ll 
add ‘trap crops’ to divert pests from their hero crops in lieu of chemical pesticides” 
(Farra, 2020, para. 5). 

The impact that a healthy soil gives does not only bring benefits for a good crop, but 
it also stimulates photosynthesis. Through nutrient-dense soil, plants will capture 
carbon from the air and will turn carbon dioxide into sugars that their cells can use 

as energy, what can help reduce the amount of carbon that is currently stuck in the 
air and warming up the planet. As a result of this, Rehmann decided to produce 
not only indigo on her farm, but also cashew trees, turmeric, hibiscus, neem, and 
moringa. All these products are developed to efficiently exploit natural resources 
while respecting the environment to fit the approach of regenerative farming.

Indigo dyeing recipe
The traditional recipes originally consisted of purely organic ingredients as there 
did not exist advanced chemicals yet. The most organic and most affordable bath 
that can be made of natural indigo, is a urine bath. This bath only contains two 
ingredients, urine, and natural indigo. Even though the urine bath is an organic, 
harmless bath, the noticeable smell and idea of working with urine made it not a 
favorite for most dyers. Michel Garcia, a natural dyer, therefore aimed to find an 

other recipe that would be organic, harmless 
and compostable. He created the 1-2-3 vat 
that contains out of three ingredients: indigo, 
fructose and slaked lime (Kempenaar, personal 
communication, February 7, 2019). The 
fructose and indigo are already on a natural 
base. Once the slaked lime mixes in the bath, 
it loses its chemical reaction and becomes 
harmless (Rottschal, 2018). When the dye bath 
is completely used, the remaining water can be 
used as compost, but in general a professional 
indigo dyer can keep an indigo bath alive for 
years by only adding minimal ingredients to keep 
the bacteria living. The indigo dye bath therefore 
works with as minimal waste as possible. 
Besides, the indigo dye will only stick to natural 
textiles, like cotton, wool, silk, linen, and hemp.

Dyeing chemistry 
What creates the true difference between indigo and other historical dyes, is the 
process. To make the blue pigment stick to the fabric, one has to create a chemical 
reaction out of living organisms, which makes working with natural indigo a 
biochemical technique, or also often referred to as alchemy. The dye bath already 
has a magical effect, because in the beginning it has a dark blue color. This changes 
to a yellow, blue-green or green color as soon as the indigo is activated (Neumüller 
& Luhanko, 2018, pp. 49-51). When taking a white piece of fabric out of a natural 
indigo bath it has to undergo a full process of going from a white fabric, to a neon 
yellow, then turning into a mix of deep green and only when it is blended with oxygen, 
it turns to its deep blue color. The color of the dye bath together with the oxidation 
process contributes to the mythical association that cultures have created about 

F16
Basic recipe for an indigo fructose vat. The gram of indigo 
is lowered in comparison with other fructose recipes, 
because the used indigo contains high indikon (own photo).
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indigo. It is truly a miracle to think that humankind could figure out this chemistry so 
early in time. Michael Taussig, an anthropologist, described this process in his book 
What color is the Sacred (2009) as a way that the indigo becomes more than just its 
color, it becomes a compound force. He highlights the following quote:

[…] appears of a greenish or bright olive; so that I am puzzled to 
tell you what precise color it really has, for being, like the sea, 
exposed to the sky, in like the way its quantity and the state of the 
weather influence its appearance. When the beating commences, 
however, it generally presents a delicate light green complexion. 
This, through a variety of beautiful changes, gradually darkens into 
a Prussian green, and from that, as the beating continues, and the 
coloring matter more perfectly develops itself (the froth having 
almost entirely subsided), into the intense deep blue of the ocean 
in stormy weather (p. 152).

F17
Organic cotton that just got out of the indigo bath, colored 
bright yellowish green (left). Same organic cotton piece 
after it has been fully oxidized, normally after a couple of 
minutes (right). (own photos). Aniline

Aniline is a compound 
that is mostly used to 
create synthetic dyes or 
polyurethane. Aniline is the 
compound that makes a 
pigment stick to a surface, 
like textile. Pure aniline 
should not be inhaled or 
touched, as it can give 
severe irritation. Dyeing 
with aniline is considered 
toxic and harmful.

2.4 Natural indigo dye for the dye industry

“Of all blues, there is only one real dye, indigo” (Morris in Belfour-Paul, 2011) said 
William Morris, a British textile designer, novelist, poet, translator, and social activist, 
who lived from 1834 till 1896 and was part of the Arts and Crafts Movement. During 
his creative work, he constantly revolted against the mechanization of industrial 
manufacturing, as he was determined that his designs for patterned fabric should 
be block-printed by hand through the traditional technique. It was in his time that 
the invention of synthetic dyes was born and, unlike many textile businesses in that 
time, he was not a fan of it (Oei, 1985, pp. 62, 63). Because of this invention, it was 
found impossible for facilities to produce his products that still would match his 
expectations, particularly about the use of traditional organic dyeing with natural 
indigo. The new synthetic dyes, which he considered as “so coarse, pale and cheap 
that it would disgusts any person with taste” (Oei, 1985, p. 63), were part of the start 
of the fast quantity textile production that we now mostly know under the name 
fast fashion (Davies, 2014). Regardless of all the trouble, Morris had never adjusted 
his expectations, which were mostly focussed on using natural dyes, to this new 
infrastructure of the industry.

Natural indigo and synthetic indigo
The biggest challenge for chemists at the time was to match the intense 
colorfastness of natural indigo. The fastness in synthetic dyes is created by a 
substance called aniline. This substance makes synthetic dyes stick to the textiles. 
The petrochemical industry, which includes the substance aniline, will not last 
forever because it has a far greater impact on the environment, especially for the 
future where more strict environmental rules are and will being applied (Balfour-
Paul, 2011, pp. 231, 233). During the reduction process, the reducing agent breaks 
down into polluting toxins, which harms our environment. The production and 
use of natural indigo, on the other hand, is completely sustainable (Singh, 2015). 
Nonetheless, it is an impossible aim to discharge synthetic indigo from the 
textile industry. The indigo plants take up a lot of land and, especially in today’s 
overcrowded world, it could never produce enough to meet the high demands of 
today. The annual worldwide consumption of synthetic indigo was at 20.000 tons 
a decade ago (Balfour-Paul, 2011, p. 231). Although indigo plants cannot meet 
today’s demand, it does not mean that the synthetic indigo has been immortalized. 
Natural indigo is reproducible and non-toxic to the environment. Natural indigo 
is increasingly appreciated by users as the color is easy to build up. This way we 
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2.5 Case studies

The two case studies represented in this chapter aim to obtain more knowledge 
about the current industry. Both are related to indigo dyeing, but both are focussed 
on different ends of this spectrum. In case of O Saber Fazer, founded by Alice 
Bernardo, it focusses on the process and production of the craft, while the project 
by Adrianus Kundert is able to show how this knowledge can be meaningfully 
implemented into a usable home decor object. A thing that they both have in 
common is that both show how important it is to educate yourself on the craft, work 
alongside experts, and let your designs inspire from that knowledge.

O Saber Fazer by Alice Bernardo
O Saber Fazer is an educational project that is founded by Alice Bernardo and is 
located in Porto, Portugal. The project is created with the objective to pass on 
in depth knowledge about local and small scale productions of Portugal. The 
educational focus is not just created to pass on the knowledge, but also to create 
awareness of related issues, including the environment, the sustainability and the 
economical and social role that is attached to manufacturing. Besides the highly 
educational and well developed programs, O Saber Fazer also offers a shop where 
you can find a wide selection of raw materials that are originated from the local 
suppliers. O Saber Fazer has build a community of professional artisans of Portugal 
to create the in depth knowledge about a collaborative chain that starts from the 
very first beginning of growing a natural material to the final application of it. All 
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can build a light blue shade to a deep dark blue shade in just a couple of minutes. 
Natural indigo is therefore still economical possible to use. You need 20% less 
dye to turn a material into a deep dark blue in contrast to the synthetic indigo. 
Despite the lower consumption of the product, it remains relatively more expensive 
than synthetic indigo. The production as well as the dye bath of natural indigo is 
more time-consuming, therefore making it higher in costs. A synthetic bath has a 
faster, and relatively cheaper, method. Therefore being the popular choice in mass 
production. Many identical products can be produced in a short time, while with 
natural indigo each product retains its unique appearance (Kimani, 2016). 

The natural indigo dyed color 

F18
Different shades of blue achieved by indigo on organic 
cotton. The test are used with a fructose fermentation 
bath with natural indigo pigment of Hacienda Los 
Nacimientos. The dye is applied on organic canvas cotton 
that is prepped for dyeing from Ecological Textiles, the 
Netherlands. (own photos).

F19
Alice Bernardo, owner of 
O Saber Fazer, image shot 
during a wool workshop. 
(O Saber Fazer, 2017).

these different steps and production methods 
are taught to students by professional artisans 
at O Saber Fazer, including linen production, 
natural dyeing and weaving or felting workshops. 
In an interview with the founder Alice Bernardo 
(personal communication, April 16, 2021), she 
explains that the audience that mostly participate 
in the workshops are people who are looking 
for a place that combines theory with practice, 
including people, such as small businesses, that 
are looking for a place where they can gain more 
knowledge about creating a sustainable small-
medium scale manufacturing. 
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Educational platform for indigo dyeing
O Saber Fazer distinguishes itself from other related projects by the focus on 
providing technical information that is based on years of practice and is funded by 
lots of theoretical knowledge. In 2016 she first started to learn about the production 
and dye technique of indigo, as the first indigo plantation was growing and the 
first extraction took place. She explained how important this whole process is. 
Controlling a craft takes years of practice and a lot of failures. Even though the 

first extraction was succeeded, the quality really 
grew the years after, as she obtained more 
knowledge and more control about each step of 
the proces. Because of her personal involvement 
with the production from plant to pigment and 
from pigment to dye bath, she is now able to 
educate participants about all the important 
aspects that are involved with indigo dyeing. She 
explains that dyeing with indigo takes time and 
that is one of the most important aspects that 
the participants learn during the workshop. First 
of all, there are lots of different dye recipes and 
some are sustainable and others include the use 

in the Netherlands it had been a dye technique 
that carried a lot of meaning. Due to the start 
of synthetic dye industry the knowledge about 
indigo dyeing has slowly disappeared over the 
past in the Netherlands, while the craft is still 
very present in the Japanese community. The 
project Sharing Blue was created to celebrate the 
beauty of indigo. Four dutch artists, including 
Adrianus Kundert, were invited to participate in a 
crafts exchange on the Japanese island Kyushu 
to research various aspects of the technique 
of natural indigo dyeing. In collaboration, the 
Japanese dyers passed their knowledge of indigo 

of chemicals, some are efficient for beginners and others are mostly for advanced 
dyers. An indigo vat can last an extremely long time, as long as you are using the 
correct recipe and as long as you constantly maintain it. Secondly, dyeing and 
maintaining an indigo bath requires your senses and patience. You can’t expect to 
let the vat sit still for over months and then think you can dye with it again, but you 
also can’t expect to endlessly dye all your materials in one day. She explains: “As 
soon as the indigo bath is made, we have to wait a day before we can actually use it 
to dye the textiles. They always get very surprised when hearing it. Also, the biggest 
part of the workshop is focused on learning everyone about the effect of each 
ingredient, which also includes learning about how to maintain the bath over time”. 
She further emphasizes that it is therefore important to remember that learning the 
craft of indigo dyeing, as well as all the other crafts, takes time and even though the 
workshop will give you a strong starting point, it is only through practice that you 
start to understand the craft. 

About the craft industry
As the interest towards sustainable dye solutions is growing more over the years, 
more good resources have been available. At the same time, there is also more 
misleading information about dyeing online. She explains: “There are many ways 
to create color on a fabric, but there are only a few materials that can create a 
color fast result, as many will fade, if not completely disappear, over time”. In order 
to avoid more misleading information in the future, she further emphasizes that 

transparency is key to a positive development for the craft industry: “It is more 
common for brands and businesses to use terms as sustainable, handmade, or 
made in [country] without providing further information about how the company 
is working sustainable, what they mean with handmade or without providing 
transparent information of the origins of each material that is used to create a 
product”. She uses the textile industry as an example. There are a lot of steps that 
take place and a lot of people involved in the creation of one garment and even 
though the product is assembled in Portugal, the fabric is often originated from 
other countries, which contradicts the label of ‘made in Portugal’. Recently more 
small-medium sized brands are getting a platform, which is a good development 
and makes consumers slowly shift towards a different consumer mentality, but 
she emphasizes that we can’t forget that the moment a business grows out their 
small-medium size production, they always will give up part of the sustainability and 
ethicality that it had before. A multinational sustainable company just simply doesn’t 
exists.

Indigoes rug by Adrianus Kundert
About Adrianus Kundert
Adrianus Kundert is a Dutch designer who focusses on conceptualizing 
relationships between color and shape through objects. Through an in depth 
material research and collaborations with professionals in the industry he develops 
durable designed products. He has a specific fascination towards movement and 
aims to constantly find new perspectives and functions to implement movement in 
his designs. His objective is that objects that evolve over time improve the emotional 
relationship between product and user to eventually promote a more durable use of 
the object (Crafts Council, n/y, n/d).

Sharing Blue project
Sharing Blue is a project that was created by Crafts Council Nederland in 2016. 
Indigo dyeing has been a very influential craft for the Japanese culture and also 

F20
Shelves in the studio of 
O Saber Fazer filled with 
tools and organic and 
natural dyed textile. (O 
Saber Fazer, 2017).

F20
The indigoes rug showing 
the gradience of different 
shades of blue that has 
been exposed through use. 
(Kundert, 2016).
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fabric. Indigo therefore does not fades through washing, UV light or other regular 
factors, but it changes color through rubbing. How normally a rug becomes faded 
and dull after prolonged use, the Indigoes rug will become younger and fresher in 
color after time is passing. The rug of Kundert represents the Slow Design principles, 
including the involvement of the craft exchange and the purpose of using a raw and 
organic material like indigo (reveal), the created concept of a faded rug to promote 
durable consumption of a product (expand), the research and time taken for various 
material studies and samples to test the desired effect (reflect), The collaboration 
between his vision as a textile product designer and the knowledge of a mastered 
indigo dye craftsman (engage), the gained knowledge about Japanese culture and 
dutch culture through indigo dyeing (participate), a final product that will increase 
value and purpose over time by changing tint of blue (evolve).

F21
Detail showing the plain 
weave technique used in 
combination with thick 
rope for the rug 
(Kundert, 2016).

dyeing to the artists, while the artist shared their 
innovative findings to the dyers (Dutch Design 
Daily, 2016).

Indigoes Rug
During his participating in Sharing Blue, Kundert 
learned how indigo is made, how it is used and 
how it wears off. The rug Indigoes Rug is a result 
of his findings during this stay. His approach 
came from an earlier project that focused on 
finding a way how a product gets richer as it 
ages. There are a lot of reasons why indigo 
dyeing divides itself from other dyes. One is that 
indigo only creates a coat on the fabric, while 
synthetic and other dyes get fully soaked in a 

Indigoes
Indigoes is the original 
word where indigo is 
redirected from.
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CHAPTER 03 3.1 Indigo blue as INFUSA

As seen in chapter 01 and in chapter 02, craft techniques carry a lot of meaning 
with them. From my personal fascination of learning about these stories, as well as 
using my position as a designer and ‘in training’ indigo dyer, I want to find ways to 
carry on this narrative through design. The beauty of creating something by hand, 
in a respectful way towards the material and towards the time, is labor-intensive 
but rewarding, as described by Manuel Leal Moreira (personal communication, 
April 28, 2021). From the knowledge gained throughout this research, the objective 
to collaborate indigo with some traditional crafts of Portugal was created. This 
objective combines not only a collaboration between material, but it also combines 
two different geographic locations, namely the Netherlands with Portugal, and it 
combines the stories of different disciplines, crafters and designer. In this chapter 
the practical execution of this project will be shown.

Building collaborations
INFUSA is a project that is the direct result of this research. INFUSA is the name 
given to the durable design label that represents handcrafted home decor objects, 
inspired by Portugal and the Netherlands. It combines the personal interest of 
sharing the narrative about craft, sustainability and culture, with the principles of 
the Slow Living Movement. Meaning that each product carries a connection to the 
rural daily life of Portugal, to myths of the village, or it want to stimulate a conscious 
consumption of the item and make people enjoy the small moments in life. 

Inspired by Slow Design, the importance of taking the time and being conscious of 
the process was something that needed to be implemented in the practical part of 
this project. Therefore, this research will focus on the first chapter of INFUSA, which 
is the process of creation the label and the documentation of meeting the artisans, 
showing the inspiration and motivation that led to the creation of INFUSA, and 
learning about the industry, culture and materials.

INFUSA: about the name
In rural Portugal a specific type of Jarra is often named Infusa. An Infusa was 
regularly present on the dining table of rural Portugal in the 70s and 80s of the 20th 
century and normally was filled with red wine (Fonseca, personal communication, 
September 25, 2020). The Infusa is identified by the deep blue vertical stripes on 
the white body. Even though today it is mostly seen in the environments that seek to 
reproduce the aesthetics of traditional Portugal, like taverns, restaurants, and other 
spaces, the Infusa and matching caneca is still findable on fairs and houses of local 

people.

Food and dining is seen as a habit that bonds people together 
and makes people present in the moment. For example, the word 
companion is retrieved from the word with bread in latin language 
(Honoré, 2004, p. 63). The Infusa in this case not only represents 
the implementation of indigo in the design label strongly by the 
visual appearance of blue on the jar, but it also tells a story of 
dining together, sharing tales of the village, and being present, with 
the company of a glass of wine. The word Infusa sounds familiar to 
the word of Infuse in English, which stands for installing someone 
or something new to an existing element. In this case INFUSA 

F22
Traditional Infusa from 
Portugal, recognizable by 
the bright blue stripes on 
the white body.
(Own photo).
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represents various values that the project and label stands for: the infusion of the 
perspective of dutch craftsmanship of indigo dyeing with the Portuguese culture of 
craftsmen and daily life, the object itself represents a home decor object, and it is 
known as a local handcrafted piece.

Visual identity
The icon
The angle represents the Infusa in a position in which it can’t be used. This still-
life position captures the idea of distancing a usable object from functionality, 
which reflects the slow take on craft production, as well as the conscious take on 
consumption that INFUSA wants to implement. In specific cases, the icon of INFUSA 
also can be turned into a vertical position. In this angle, the infusa becomes way 
more dynamic because it is in the position that it normally would be in when it is 
used as a jar. It changes from an horizontal still-life object to functional tableware.

The logo
Font: Elgoc Black 
Makers: Neuebel & Mark 
 
Elgoc is a serif display font with a smooth form, strong contrast, and elegant look. The 
main element that needed to be considered for the logo of INFUSA, was that the type 
had a combination of classic elements and playful, modern characteristics. The Elgoc 
Black became interesting because of the classic identity of a serif font but very subtle 
added characters.

The bold letter i gives body to the name. The angle of the downpart of the N 
enhances the chosen angle of the INFUSA icon. The extravagant point on the F 
enhances the round shape of the tip of a vase and the top part of the A also refers 
back to the angle of the icon.

F22
Icon in two different 
variations.
(Own photo).

F21
Sketches of trying different 
types of shapes to 
represent an infusa/jarra.

F24
The INFUSA logo without 
the icon.

F23
The logo of INFUSA with 
highlighted parts. 
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3.2 Indigo blue and its experiences

Starting from the material that the four artisans of chapter 1.5 use, material studies 
have been obtained combining their material with indigo. The focus here is to gain 
knowledge on the various shades of blue that can be created on different natural 
surfaces. Also, it is important to see how each manterial continues to show their 
natural textures through the indigo, to understand how this unpredictability can be 
enhanced or neutralized during the production of the future products of INFUSA.

Application on acacia wood

Combined
The icon follows the realistic shape of the traditional infusa vase. The realistic shape 
makes it recognizable and shows the transparent and close to reality approach that 
the brand will have. The cut of the left corner creates a smooth line with the first 
letter I, as the I is a vertical-shaped form.

F25
A comparasion between 
the infusa and the INFUSA 
logo, combining the logo 
with the icon.

F26
Different shades of blue achieved by indigo on acacia 
wood. Acacia, coming from the Australian acacia tree, is 
regurarely found in forests located in the North of Portugal. 
Using this wood for the baskets is an environmental safe 
way to protect the native species to continue to grow, as 
many forests are being invaded by species like acacia.
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F27
Different shades of blue achieved by indigo on organic 
cotton. The test are used with a fructose fermentation 
bath with natural indigo pigment of Hacienda Los 
Nacimientos. The dye is applied on organic canvas cotton 
that is prepped for dyeing from Ecological Textiles, the 
Netherlands. The prepped for dyeing textiles don’t require 
scouring before entering the indigo vat.

Application on linenApplication on cotton

F28
Different shades of blue achieved by indigo on organic 
linen. The test are used with a fructose fermentation bath 
with natural indigo pigment of Hacienda Los Nacimientos. 
The linen is scoured beforehand. Scouring the fabric 
is essential, as it helps to get rid of impurities that the 
washing machine can’t get rid off. After scouring, the 
dye can adhere better on the linen and the final result will 
maintain more colorfast over time.
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F30
Different shades of blue achieved by indigo on organic 
linen. The test are used with a fructose fermentation 
bath with natural indigo pigment of Hacienda Los 
Nacimientos. The samples are coated with Thung oil, which 
is a foodgrade wood oil. For extra protection, another 
foodgrade wax coat from Uulki is applied.

F29
Different shades of blue achieved by indigo on pine wood. 
The test are used with a fructose fermentation bath with 
natural indigo pigment of Hacienda Los Nacimientos. 
These samples are uncoated. Uncoated wood dyed with 
indigo has more risk to be damashed and lose color, as 
the indigo only attaches itself on the outer surface and not 
through the whole wood.

Application on pine wood - uncoated Application on pine wood - coated
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3.3 Editorial project as a base of archiving

This subchapter will address the design guidelines determined to realize the editorial 
project INFUSA. The editorial project shapes itself as a manifesto, with the main 
objective of explaining the purpose of the slow yet labor-intensive process of crafts. 
It does so by dedicating space for each element that gets involved in this type of 
work. For example, the history, the geographic location, the personal perspective, 
and the human element of hand labor. The book combines the outcomes of my 
research in a storyline that talks about references and steps that were of importance 
into creating the label INFUSA.

Function and decoration
The creation of this publication was made from the importance to see the book as a 
big archive, as well as an object itself since it can combine storytelling with artistic 
freedom. The format of the publication follows a standard structure where the 
reader receives guidelines of a beginning, middle, and end, but within those pages, 
the publication does not just want to deliver a clear transcription of the content. 
The reader in this case creates a deeper sensation where they need to experience 
and attentively have to interpret textures and images. Each presented chapter 
still provides enough information for the reader to understand the context that is 
presented but will not over-explain the thoughts, so there is enough space for them 
to think for themselves. This also results that when the reader will open a random 
page, they still have a possibility to enjoy or understand the presented images.

“Within this taxonomic grey area between objects for reading and writing and 
objects for furnishing the home lie books” (Knight, 2009, p. 49).
A coffee table book makes its entrance into the calm surrounding of a living room, 
providing a sense of elegance while it is closed and providing a source of inspiration 
to start a conversational topic when it is open. Without imposing themselves, they 
leave a positive and calming impression to the reader and on the space. A coffee 
table book, in this case, does not just function as a decorative object. It ultimately 
reveals a piece of someone’s identity or interest. In the case of the editorial project 
of INFUSA, it creates a place to archive various themes that were essential for 

shaping this project. By owning this publication, the reader can learn more about the 
related context or it can personally relate with it by sharing a similar perspective. 

Storytelling throughout the publication
In the field of editorial design, the coffee table book can be seen as an example for 
this project. It is worth it to say that coffee table books became part of the mass-
production around 1960 (Elliot, 2018, p. 131). With that being said, it was important 
to create elements in the editorial project of INFUSA that goes against the mass-
production identity, since this relatory affirms slow production. To enhance this and 
the topic of craftsmanship, this publication cooperates elements within the final 
artifact that a digital platform can’t. For example, by creating an indigo-dyed cover 
each publication is unique and by using hand-binding the publication sticks to the 
slow take on production and crafts.

The purpose is to create one bundled space where the process of creating INFUSA 
gets explained and displayed. The index of the book follows a similar structure as 
this relatory. This is meant to introduce the reader to the contemporary context of 
craft and slow production and from there slowly filter and focus the information 
towards the Portuguese crafters and the first experiences of collaborating indigo 
with these crafts. Instead of focussing on the final products that the label will 
represent in the future, it dedicates space to talk about the relevant contexts, the 
people, the cultural craft, the geographic location, and the material experiments of 
combining indigo dyeing with some of the local craft materials. With the support 
of photography, images, and sketches all the topics are given a face and ultimately 
making them more familiar and personal for the reader. 

CHAPTER 03 CHAPTER 03

F31
A coffee table book that teaches the reader about natural 
pigment making, as well as the historical background. 
Through images and experiments, with some interferance 
of text, the viewer experiences the possibilities that natural 
inkmaking can give (Logan, 2018).
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Format
The publication is presented on a format of 270 x 190 mm. Throughout the 
publication two smaller signatures of 190 x 135 appears. These signatures are 
used to present the interviews with the artisans and experts. The bigger signatures 
dedicate most of their space to show images; images of the artisans working, of 
inspirational scenario’s or images of the samples. Therefore, text is only presented 
to introduce new chapters or topics or to provide important information about the 
images. With the use of the smaller signatures this idea will not be disrupted.

270 x 190 mm 190 x 135 mm

CHAPTER 03CHAPTER 03

Visualizing the editorial project
The editorial artifact can be seen as an extended and personalized version of 
the report. Process is one key element that the publication talks about. This key 
element also returns in the shape that the final artifact has. Throughout the book 
two signatures of different sizes are presented. The main rule for the placement of 
these signatures was that they are exactly alined with the bottom of the book. This 
placement is essential to accentuate the concept of sketch, process and experiment, 
as from the spine it looks like multiple sketchbooks that are resting on a bookshelf.

Mock-up
Inspired by the sketches in paper or sketchbooks, the idea of combining different 
sizes into the publication was created. The function of these signatures in the book 
is to divide the interviews with artisans from the images. It was a conscious choice 
to reveal the spine. By working with an open binding, the viewer can see how the 
book is assembled, even when the book is closed.

F32
Miniature mock-up to visualize the editorial concept. 
The binding technique is not accurate in this example, 
as the focus of this miniature mock-up was to test the 
effect of different sized signatures with 160 g/m paper. 
The cover on this examples is made by using indigo dyed 
watercolorpaper.
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Cover
The cover of the publication does not contain any title or text. This makes the final 
artifact look like a decorative object, rather than a usefull book to read. To achieve 
this look, the cover is presented in a thin panel of indigo dyed pine wood. The 
endpapers that attach the cover to the book are 300 g/m textured watercolor paper. 
The texture of the paper creates a connection between the natural grain of wood and 
the smooth paper used for the body of the book.

F33
Close-up of the indigo dyed 
wooden panel, together 
with samples of the 
watercolor paper.
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Binding technique
It is important to keep in mind that the binding provides enough structure for 
the whole publication. The smaller signatures, as well as the open binding, are 
two elements that can make the publication more fragile. Therefore, the binding 
technique will be traditional and less experimental. 

F34
The book will be binded 
using traditional binding 
technique, to ensure the 
stability of the signatures. 
Blue threads are used in 
this example to highlight 
the binding. In the final 
artifact the blue will be 
replaced by white threads.
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76 77

Typography
Hind Madurai

Hind Madurai is a monolinear sans, belonging to the Indian Type Foundry. The 
overall features are pushed towards the traditional serif. In the publication all the 
text, with very small exceptions, is presented in this typeface. The monolinear style, 
brings a modern feel to the text without asking for too much attention. It also gives a 
good contrast against the traditional feeling that most images carry.

Cormorant

Cormorant is a display serif typeface, developed by Christian Thalmann. This font 
is used on parts of the book where a distinction between the rest of the text wants 
to be made. This is for example visible in the text of the interviews and in the 
Portuguese and dutch translation in the index. 

Aa Bb Cc Dd Ee Ff Gg Hh Ii Jj Kk Ll Mm Nn Oo Pp Qq Rr Ss 
Tt Uu Vv Ww Xx Yy Zz
Light, Regular, Medium, Semi Bold, Bold

Aa Bb Cc Dd Ee Ff Gg Hh Ii Jj Kk Ll Mm Nn Oo Pp Qq Rr Ss 

Tt Uu Vv Ww Xx Yy Zz

Light, Regular, Medium, Semi Bold, Bold and Italic variations

CHAPTER 03

Handwritten text

In addition to the typefaces, there also appear handwritten texts. These are created 
to give more dynamic on some pages. The messiness of the writing also creates a 
connection to the sketch pages represented in the book.

CHAPTER 03
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Lay out

Grid 
It was important to create a grid that would provide enough structure to repeat, but 
also gives enough room to break and play with. The presented grid provides a page 
number and a chapter title. Besides that, there is also a set placement pointed out 
where image information can be put, without distrurbing the image too much.

Page numbers, chapter and/or 
image discription is all centered 
down at the pages, to have the 
same alinement as the smaller 
signatures. 
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The introduction text of each 
chapter seperates itself from 
the standard text grid by using 
bigger points, as well as filling 
the full margin.

Text starts on the same colums as the chapter titles. The text is purposely placed 
like this. Throughout the whole book, images are seen as the most important 
element and are mostly outlined to meet the margins. To create dynamic throughout 
the book, i wanted the text to have a slightly different placement. 

Text
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Visual iconography throughout the book
Index

The text in the book is written in English, which makes it understandable for a 
bigger group of readers. As english is not my mother language or the Portuguese 
language, by providing also a Dutch and Portuguese translation of the index, brings 
the connection back to the infusion of the Netherlands and Portuguese crafters 
presented in the book.

CHAPTER 03

Chapter deviders

The chapter deviders are presented in a gradience of orange tones. This gradience 
is inspired by the indigo samples and are orange because of the warm tones of the 
natural materials.
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Photography

The focus was to make the pictures look as realistic as possible. The scenarios are 
not manipulated or pre-set for the pictures. They are meant to show the daily life of 
the crafter, as well as a realistic view of the rural surrounding found in Portugal. This 
type of photography is also selected for the rest of the images presented.

CHAPTER 03

Clipped images

Sketches

In various occasion the background of objects are removed. This brings more 
attention to the presented object.

Throughout the book various sketchbook pages are shown. These sketches 
contribute to the feeling of process and transparency throughout the book. The 
images are presented with minimal description to force the reader to analyze what is 
visable on the sketchpage. 
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3.4 INFUSA: final artifact
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4.1 Conclusion

This project had as its main focus to be an investigation into an important part 
of the culture of crafting. Specifically the research and experiments focussed on 
fusing a craft from my home country, indigo dyeing, with materials found in some 
traditional crafts from Portugal. This piece of traditional culture functions as a 
source of inspiration for me what, in the case of indigo dyeing in The Netherlands 
slowly disappeared due to the modern developments, is still found partly alive in the 
rural areas of Portugal. The project INFUSA was inspired from a need to safeguard 
stories related to the culture of crafts through image, oral storytelling, and design. 
Just as indigo is considered much more than just a color, crafting is much more than 
just the process of making something by hand. This is exactly what this research 
wants to tell through the project of INFUSA and the design of future products. 

This research is not yet the end of this project. It is important to note that the topics 
of indigo and crafting are extremely wide and not possible to incorporate as a whole 
in this research. This nonetheless doesn’t take away the value that this research 
has brought me. When talking about craft, history, and culture, one needs to be 
aware of what story they are telling and what the background of these elements are. 
Therefore, the aim of this research was to create a well formulated understanding of 
the relation between craft, culture, and sustainability, with the goal of being able to 
translate this knowledge into practice and dialogues afterwards.

The final artifact, presented in the shape of an editorial project, is a direct result 
of this research and functions as a place where all the constructed images and 
inspiration points are joined together harmoniously and appealingly. The publication 
also allows the reader to move beyond the search for functionality, as it forces the 
reader to take the time to analyze images that in case of the material experiments 
‘only’ show a raw material. When looking at these samples, each material carries 
lines, shapes, and unexpected shades that cannot be replicated, but can be an 
inspiration to design products a certain way. The material experiments provide 
the knowledge to be confident throughout the various steps in the proces. Even 
though handcrafted goods are always unique, it is important to control the material 
well enough to create a quality end result. With the end of the production of the 
publication, the first chapter of INFUSA is closed and time is created to go to the 
next step, which will be the creation of the first products for the launch of the label.

CHAPTER 04

“Design has a broad epistemological base, drawing together different forms 
of knowledge (economic, scientific, social, medical and cultural, for example); 
converging around the focus of design agency, it is a means to identify ways that we 
reconsider and know the world better and contribute to its advancement”
(Chapman, 2015, p. 9).

This research showed me that the role as a designer is as a line that connects 
different dots together. In case of this research and the project of INFUSA it is about 
connecting the dots of the importance of slow, ethical and sustainable making 
together with the importance to safeguard culture, connecting the craft of my home 
country with various crafts found in Portugal. The exitement for me lays in the fact 
that through design I get to learn about these various facettes and that I can use 
design to pass this interest to others. My position as a designer has always been 
floating between different disciplines within the fields of design, including graphic 
design, crafting, spatial design and product design. This broad interest often made 
me confused about my identity as a designer. With Slow Design as an inspiration 
point, I came to the conclusion that my purpose as a designer was always meant 
to be a combination between social responsibility and producing. This means that 
when moving forward into the designing of the products for INFUSA, there is a need 
to use these objects to tell a deeper narrative that goes beyond the function. 

The municipality of Penafiel may not be the first place that comes to mind when 
thinking about Portuguese crafts, but also in this area, it is possible to find a wide 
range of traditional crafters and craft families. Due to COVID19, the field research 
with local artisans from Portugal was focused on a small territory in the North of 
Portugal, mainly Penafiel. Throughout the course of working on this report, a long 
period took place where there was no possibility to arrange social meetings, due 
to lockdown restrictions and quarantine periods. The decision to focus on a small 
territory provided me with the possibility of learning much about the daily life of 
rural Portugal through the people and verbal language, instead of written words. I’ve 
got the chance to meet inspiring crafters, as well as warm-hearted neighbors that 
welcomed me into their homes and workspaces. This experience ultimately shapes 
the direction that INFUSA takes and will take in the future.
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4.2 Future

With the current pressure that modern manufacturing puts on the climate, as well as 
on the health of workers, it is even more necessary to implement nature- and human-
friendly products into our homes. When talking about sustainable production or the 
aim to create a sustainable label, it is of high importance to be transparent. This 
transparency needs to be shown to the consumers, but starts by gaining knowledge 
of the origin of each sourced material. Another important element that is realized 
through the course of working on INFUSA, is the value of time. One needs time to do 
things correctly, one needs time to understand the impact of materials as well as the 
cultural relation between crafts, and one needs time to learn about the artisans and 
their art form. Crafting, even though sometimes portrait relaxing or therapeutical, is 
very labor-intensive and is not something that INFUSA wants to romanticize. Instead, 
it wants to focus on portraiting the artisans, as well as their craft, in a realistic and 
almost documented scenario. With this approach I hope to motivate others to find 
ways to appreciate the simplicity of the daily life that is around them, as well as 
finding motivation to (re-)connect with crafts and sustainable made products.

With the completion of the research and the publication, the first chapter of 
INFUSA is created. Even though this research and the publication has an ending, 
the project is only just beginning. There is still a very large capacity of continuous 
possibilities ahead. From this point on, the knowledge gained through this research 
will be translated into product collections and concepts that aim to resemble 
tales, historical values, as well as the simplicity of slow life, through handcrafted 
home decor products. INFUSA wants to focus on creating an output for heritage 
that through the modernization of production and culture is being lost or forgotten 
across the world. These parts of heritage are meant to be told by the local people, 
where INFUSA just creates a bridge that brings the makers closer to the consumers 
and brings the slow rural live closer to the fast-paced world that many live in.

CHAPTER 04

F35
Preview of the future products for INFUSA. This prototype 
is made in collaboration with Manual Leal Moreira. The 
canastra is a weaved basket that traditonally was used by 
wives of the fishermen to carry or sell the fish with on the 
streets. The shape made it perfect to carry the basket over 
the head and therefore, it also was common to use it for 
carrying laundry, materials or other types of foods. 
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