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General overview 

 
Name: First Inventory for the Rural Crafting Archive 

 

Dissemination level: SEN - Sensitive  

 

Due date: 31 March 2025 

 

Description: The first Inventory of Crafts & Artisans that consists of a duly identified and described collection of 

handicrafts with graphic material. It will work as the basis for the final inventory. 

 

Related task: T2.1. Mapping & inventory including audio visual documentation 

 

Duration: 4-27 (July 2024 – June 2026)  

 

Lead: UTARTU  

 

Participants: UNIOVI, ZRC SAZU, USTAN, AAS, UTARTU, CJMM, LAPONTE, RV, MN 

 

Task description: Use of desk research, ethnographic methods (semi-structured and open-ended interviews, 

(participant) observations) and (audio-)visual methods to document in selected remote rural areas information about 

artisans/practitioners, artefacts (craft objects, tools) and related practices (craft techniques, productive processes, 

related knowledge and skills as well as intangible manifestations of heritage) involving ceramics, wood, textile, and 

metal. Special attention is paid to practices, the continuity of which is threatened by economic and demographic 

changes or other factors to be ascertained during research. The documented information is to be uploaded on the 

Virtual European Rural Artisans Platform (VERAP) for the purposes of networking and the creation of the Rural Crafting 

Archive and the Rural Oral Tradition Archive. 

 

D2.1. First Inventory for the Rural Crafting Archive will serve as the basis for the meta-data inventory of artisans 

(Milestone 6, due in September 2025) and the final inventory (D2.2 Rural Crafting Archive, due in September 2026).  
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Conceptual framework 

 
What are cultural practices? 

To compile the deliverable we collected information on cultural practices that we understand in relation to the concept 

of intangible cultural heritage (ICH) as it is defined by the UNESCO 2003 Convention for the Safeguarding of the 

Intangible Cultural Heritage (2003 Convention).1  

 

The primary focus of the task, as well as of CULTURALITY in general, is on traditional craftsmanship, which is also one 

of the ICH domains identified in the 2003 Convention. Considering craftsmanship as a cultural practice, the focus 

should be on the contextualised skills and knowledge involved in creating artefacts rather than the craft products 

themselves. Recognising that craftsmanship has been studied from various disciplinary perspectives, such as 

psychology, ethnology, anthropology, history, education or technology-related sciences, where craft has mainly been 

an object of analysis, we aim to approach it from the craft sciences standpoint that introduces a holistic approach to 

craftsmanship, covering a multitude of fields and forms of crafts and focusing on craftspeople, the designing and 

construction processes of products or the products themselves from psychological, social, cultural, economic or 

technological points of view.2  In addition to craftsmanship, other cultural practices (e.g., oral traditions, performing 

arts (music, dance), culinary traditions, etc.) are considered and documented in CULTURALITY to explore the 

embeddedness of crafts and craftsmanship in local life, elaborating on the potential of crafts for tourism. 

 

Cultural practices to be documented and analysed should be traditional to the areas and localities under scrutiny, 

meaning that they have been continuously practised within communities with knowledge and skills passed down 

through generations or that they build on such knowledge and skills. 

 

Who are practitioners? 

As practitioners we understand individuals possessing traditional knowledge and practising traditional skills related to 

crafts, as well as artists who rely on traditional craftsmanship practices to create artistic products. In a broader sense, 

the term “practitioner” includes individuals and groups involved in other areas and forms of intangible cultural 

practices, including but not limited to customs, singing and music, dances, and foodways.  

 

What are artefacts? 

As artefacts we understand the objects produced or used by practitioners in cultural practices. These include objects 

created by artisans and by artists relying on traditional handicrafts practices, tools used in the creation of such objects, 

as well as objects associated with other areas and forms of intangible cultural heritage (e.g., musical instruments, 

accessories used in traditional costumes or games, cooking utensils specific to local cuisine).  

 

 

 

  

 
1 UNESCO. 2022. Basic Texts of the 2003 Convention for the Safeguarding of the Intangible Cultural Heritage. 
https://ich.unesco.org/doc/src/2003_Convention_Basic_Texts-_2022_version-EN_.pdf.  
2 Kokko, Sirpa, Gunnar Almevik, Harald C. Bentz Høgseth, Pirita Seitamaa-Hakkarainen. 2020. “Mapping the Methodologies of the Craft Sciences in 
Finland, Sweden and Norway.” Craft Research vol. 11, no. 2, 177-209. https://doi.org/10.1386/crre_00025_1. 

https://ich.unesco.org/doc/src/2003_Convention_Basic_Texts-_2022_version-EN_.pdf
https://doi.org/10.1386/crre_00025_1
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Methodology 

 
Step1: Selection of remote rural areas 

Each involved project partner selected one primary area for collecting fieldwork data. For partners responsible for 

RuralSpots and LivingLabs (LAPONTE, RV, MN, AAS, CJMM) this could be the same area where those activities have 

been organised. Other project partners were encouraged to choose an area in their country where they would 

organise a Rural Event. The areas were deemed to be compatible with those where RuralSpots and LivingLabs have 

been organised in the sense that they meet the criteria of a remote rural area. Partners could choose additional areas 

to meet the goals assigned to them and the KPIs of the project as a whole.  

 

Step 2: Background research 

A general overview of the selected area in regard to cultural practices that are spread there was made. To do so, 

project partners could rely on information from their prior knowledge and personal connections with cultural 

institutions, artisans and other practitioners, as well as from desktop research, including an overview of academic 

literature, media publications, museum and archival collections (and websites thereof). 

 

Particular attention was paid to cultural practices already related to the tourism sector or have potential for it. In 

addition, vulnerable practices threatened by economic, demographic and/or environmental changes were considered 

as the project might contribute to their safeguarding. 

 

Step 3: Fieldwork 

Contacts with practitioners provided a possibility to identify and describe cultural practices and document artefacts 

related to those practices. The preferred interview form for the purposes of CULTURALITY was semi-structured 

interview with an individual practitioner. Project partners were suggested to do all interviews on-site, preferably in 

the environment related to the practitioners’ activities (studio/workshop/etc.). Project partners were provided with 

“Interviewing guidelines” (Annex A), on how to prepare for and conduct an interview, as well as more information on 

semi-structured interviews and other interview forms. In preparation for fieldwork, project partners familiarised 

themselves with the interview questions provided in Annex B and Annex C. Relevant questions were translated into 

the language used in the interview. Additionally, resources for photo and video documentation were provided (Annex 

D). 

 

Step 4: Fieldwork data management 

After an interview, project partners transferred the data from recording devices and secured its safe storage. Brief 

descriptions of collected data were made using the “Interview metadata” template. 

 

Data was organized into separate folders following the proposed fieldwork data catalogue structure. For processing 

and cataloguing the interview data and combining it with the results of desktop research, templates of “cultural 

practices”, “practitioners”, and “artefacts” were used. English was used to fill in the templates. The templates aimed 

to make the key takeaways of interviews accessible to other project partners and to provide input to the various 

deliverables of WP2 and other work packages.   
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First inventory of the rural crafting archive 

 
All project participants involved in T2.1. Mapping & inventory including audio visual documentation contributed to 

the D2.1. First Inventory for the Rural Crafting Archive. Contributions are proportional to the staff effort 

(person/month) to WP2 and, in sum, will lead to the achievement of the project’s KPIs, namely KPI3.1: 1000 artisans 

featured on VERAP; KPI3.2: 500 items in the Rural Crafting Archive; 100 items in the Rural Oral Tradition Archive. 

 

All materials are available in digital format on the CULTURALITY Cloud accessible to all project partners. 

 

As of 31 March 2025, the following number of entries were included in the D2.1. First Inventory for the Rural Crafting 

Archive:  

− Number of cultural practices (CP): 12 

− Number of practitioners (PR): 15 

− Number of artefacts (AR): 65 

− Number of audio media files: 8 

− Number of photo media files: 232 

− Number of video media files: 71 
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Cultural practices 

 

 

  



it can be transmitted as a family tradition, part of the heritage of each family transmitted from  generation to 
generation, but in Maramures there are local folk art schools that educated potential singers in this area

In the archaic Maramures society, women were responsible for bearing, cultivating and making sure this practice is 
further transmitted. Grandmothers, mothers make sure their daugthers/grandaughters are educated so that singing, 
and embracing al typs of songs and rituals became part of their cultural heritage. 

Early Preparations: Carolling preparations begin weeks in advance, as children and young people rehearse their 
songs and create traditional costumes or props.
Groups and Routes: The carollers, known as colindători, form groups that travel through villages, stopping at each 
household to sing.
Blessings and Rewards: Hosts welcome the carollers with food, sweets, nuts, apples, and sometimes money as a 
token of appreciation and blessing for the new year.
Types of Carols in Maramureș
Religious Carols: Many songs focus on the birth of Christ, the Virgin Mary, and the Nativity.
Folk Carols: Some carols reflect local legends, pastoral life, and historical elements of the region.
Joyful and Festive Carols: These include songs meant to bring good luck, prosperity, and happiness to the family.
Unique Elements of Maramureș Carolling
Traditional Costumes: Carollers often wear beautifully embroidered garments specific to the Maramureș region.
Wooden Churches and Community Gatherings: Villagers often gather at local wooden churches to celebrate with 
communal carolling and festive meals.
Feciorii Satului: A group of young men known as Feciorii Satului often take the lead in carolling and festive 
celebrations, ensuring that traditions are passed down.

Carolling is an opportunity for families to show hospitality by welcoming carollers with food, sweets, or small gifts. 
The act of giving and receiving reinforces social harmony, mutual respect, and the importance of generosity.

5. Celebration of Identity and Regional Pride
Maramureș is known for its strong cultural identity, and carolling is an expression of this. The songs, costumes, and 
rituals associated with carolling reflect local customs, linguistic expressions, and folk beliefs that distinguish 
Maramureș from other regions in Romania.

6. Spiritual and Moral Education
The themes of carols often include messages of peace, faith, and goodwill. These reinforce moral and ethical values 
within the community, encouraging virtues such as kindness, respect, and solidarity.

7. Social Entertainment and Festivity
Carolling is a joyful activity that adds to the festive spirit of Christmas. It provides a moment of entertainment, music, 
and socializing, allowing villagers to take a break from daily work and engage in communal celebration.

8. Strengthening Rural Social Structures
In smaller villages, carolling strengthens rural social structures by maintaining traditions that encourage participation 
from the entire community. The hierarchical organization of carolling groups (led by experienced members) reflects 
and preserves the traditional social order.

Folk Art Schools, local NGO's from traditional areas of Maramures, local authorities that usually organize Christmas 
dedicated events, the Church (mainly Orthodox)

Function

Origins and change

Transmission

Practitioners

Artefacts

Organisations

Places



Viability

1

Practioners complain about commercial, losing the authenticity and specificity 

1

The authentic carolling is practiced mostly in rural Maramureș, while the urban area is less practicised 

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



1

1

The authentic carolling is practiced mostly in rural Maramureș, while the urban area is less practicised 

1

Younger generations tend to be less interested in these type of cultural practices

thriving
stable
declining 1
endangered

Sustainability

Carolling is a collective activity that unites the entire village during the Christmas season. Groups of carollers travel 
from house to house, reinforcing relationships between families, neighbors, and generations. This annual ritual 
fosters trust, cooperation, and mutual support, ensuring strong social ties that sustain rural life.

Inclusivity: People of all ages participate, from children to the elderly, creating a shared sense of belonging.
Reciprocity and Social Bonds: Households welcome carollers with food, gifts, and warm hospitality, reinforcing 
community solidarity.

1

1

Media

Audio
Photo

Video

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)

SDG 6: Clean water and sanitation
SDG 7: Affordable and clean energy
SDG 8: Decent work and economic growth

Educational programmes
Collaboration with other organisations
Governance, management, and green policies

SDG 12: Responsible consumption and production
SDG 13: Climate action
SDG 14: Life below water
SDG 15: Life on land
SDG 16: Peace, justice and strong institutions
SDG 17: Partnerships for the goals
Infrastructure development

SDG 9: Industry, innovation and infrastructure



Metadata

ESPTOR_CP_01
Olaya Alonso López
ESPTOR_PR_01
ESPTOR_AR_01, ESPTOR_AR_02, ESPTOR_AR_03, ESPTOR_AR_04, ESPTOR_AR_05

yes
no 1

General information

"Cunqueiru" or "tixileiru" handicraft
Artesanía cunqueira o tixileira

Spanish, Asturian (eastern regional dialect), Eonaviego (western regional dialect), and Tixileiru or Cunqueiru (guild 
language)

Latitude 42.9407
Longitude -6.57125

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
Spain)

Degaña, located in southwestern Asturias, has historically been linked to mining and rural life. Since Roman times, 
the territory was exploited for its gold deposits, and later, in the 19th and 20th centuries, coal became the main 
economic driver. Popular architecture and traditions reflect both Asturian and Leonese influences, and the 
municipality maintains a strong cultural identity based on language, music, and local festivities.

The municipality is nestled in the Cantabrian Mountains and is part of the Fuentes del Narcea, Degaña, and Ibias 
Natural Park. Its mountainous landscape is home to beech and oak forests, with notable wildlife including the 
Cantabrian brown bear and the Iberian wolf. Nature is one of its main attractions, promoting rural and ecological 
tourism.

Until the early 21st century, Degaña maintained a stable population and even stood out as one of the youngest in 
Asturias, with positive natural growth. However, the closure of mining operations has led to a sharp demographic 
decline, with the population decreasing by approximately 40%. Emigration has primarily been directed towards 
Oviedo, Gijón, Madrid, and other areas with better economic prospects.

As a rural and historically isolated municipality, Degaña's economy was based on subsistence agriculture and 
livestock farming, with trade exchanges with the neighboring region of Laciana (León). Additionally, vaqueiros 
(nomadic herders) rented pastures for transhumant grazing. With the arrival of coal mining in the 19th and 20th 
centuries, the economy underwent a radical transformation, becoming the municipality’s main economic driver. 
However, following the decline of mining, livestock farming, forestry, and rural tourism have gained prominence in the 
local economy. Hunting and ecotourism are emerging as sustainable alternatives, although the municipality still faces 
challenges in curbing depopulation and generating economic opportunities.

Regarding the tangible cultural heritage of Degaña, some notable sites include the Fábrica de la Luz, a former power 
plant now serving as an interpretation center, and Casa Florencio, a traditional manor house showcasing the local 
architectural style. Mining-related structures such as mine entrances and slag heaps also form part of the region’s 
industrial legacy. In the religious sphere, the Church of Santa María de Degaña and several chapels scattered 
throughout the territory stand out. Some of these assets are listed in the Inventory of Cultural Heritage of Asturias 
(IPCA) and designated as Assets of Cultural Interest (BIC) at a national level.

Among the most significant celebrations are Santiago in Degaña (July 25), San Blas in Cerredo (February 3), and La 
Magdalena in Zarréu (July 22), featuring religious ceremonies, traditional music, and folk dances. Oral traditions, 
including legends and stories passed down through generations, along with Asturian music featuring instruments 
like the bagpipes, are key elements of local identity. Traditional practices related to livestock farming, such as the 
vaqueiros’ transhumance, and crafts linked to woodworking and stone carving also endure in the region.

The cunqueira or tixileira tradition is an ancient craft with records dating back to the 16th century, associated with a 
tax linked to this activity in the southwestern region of Asturias, especially in the municipalities of Ibias and Degaña, 
such as Sisterna, El Bao, Trabau, and El Corralín. This craft was dedicated to wood carving (usually using a lathe) 
to create domestic utensils, particularly wooden tableware known as "tixelas." Among these objects, the "cachus" 
(wooden bowls for drinking wine), "tachadeiras" (plates with an elevated center structure for cutting food), 
"cimbreiras" (airtight containers similar to modern tupperware), and others stood out. As for the denomination, 
"cunquiero" comes from the proximity to Galicia, where they were known for their work with "cuncos" or wooden 
bowls. However, in the early days, they preferred to call themselves "tixileiros" because they felt that the term 
"cunqueiro" referred only to the bowls, which they considered a reductive description. Today, the term "cunqueiro" is 
more common and widely accepted.

Beyond the production process, the cunqueira tradition was characterized by intense commercial transhumance. 
During the winters, from October to April, when agriculture was less productive and to reduce the number of mouths 
to feed, the men of the valley formed groups of about seven people, usually family members, who would travel to 
other towns to sell and produce their pieces. These groups started in Bierzo due to its proximity and then spread 
throughout the peninsula, dividing their routes towards the Ruta de la Plata, Madrid, Galicia, Catalonia, and even 
Andalusia. In addition to this mobility, the cunqueiros had their own guild language, which reinforced their cultural 
identity. However, with the arrival of mining and the industrialization of earthenware and porcelain production, this 
craft began to decline, disappearing by the mid-20th century. Despite this, in the 1980s, Victorino García, a neighbor 
from Trabau and former miner, self-taught himself to revive the tradition and integrated it into craft tourism by 
organizing workshops and demonstrations. Today, the tradition is kept alive by his nephew, Víctor García, who 
learned the craft at the age of 12 with his uncle and began practicing it professionally at 18. In 2021, Víctor opened 
La Guarida del Cunqueiro, where he offers tours, workshops, and complementary activities related to tourism and 
nature, such as bear watching and landscape interpretation, as the wood used for his pieces comes from the nearby 
forests located in the Natural Park of Fuentes del Narcea, Degaña, and Ibias.

fibre and textile crafts
woodwork 1
metalwork
ceramics
leatherwork
glasswork
other (specify)

The practice of creating wooden bowls requires a combination of traditional craftsmanship, an understanding of 
natural cycles, and knowledge of wood behavior. First, the craftsman needs to observe the lunar cycle, as it is 
believed that cutting wood during the waning moon (cuarto menguante) results in better quality wood. The lunar 
phases affect the sap movement in the tree, with the sap concentrated in the roots during the waning moon, making 
the wood more durable.

The craft requires knowledge of tree types, particularly deciduous trees, and the ideal time to cut them—during the 
winter when the trees are in their vegetative rest phase. The wood is then left to "bleed" or expel sap for 2-3 months 
to make it more resistant to damage and pests. The process of working the wood involves using basic tools like a 
chainsaw to cut the tree, an axe to shape the wood, a lathe to turn it, and gouges to refine the shape. Additionally, 
skills in drying the wood, avoiding cracks, and knowing the appropriate finishing techniques are necessary.

The creation of different pieces requires varying levels of skill and time. For example, making a standard bowl might 
take 30-40 minutes, while more intricate pieces like "tachadeiras" or "cimbreiras" can take hours to complete. The 
craft requires patience and attention to detail, especially in the preparation and drying of the wood, as well as 
understanding the specific characteristics of different trees and their wood. The tools used are relatively simple, 
including a chainsaw, axe, compass, pencil, tape measure, lathe, and gouges.

Links to artefacts

culinary practices

Description

Domain(s)

Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events

Inventory ID
Author(s) of the entry
Links to practitioners

Alternative name(s). Name(s) of the practice in local language(s) (emic terms, what 
practitioners call it)

Name of the practice in English

Name

AI tools

If yes, specify what AI tools were used and how

Language(s)

Were any AI tools used to complete the entry?

knowledge and practices concerning 
nature and the universe

Name

craftsmanship

Knowledge and skills

Description

GPS



This craft technique used to be passed down orally and through practice within the community itself. The practice 
gradually disappeared 
by the mid-20th century, with a pause between the 1970s and 1990s. Valdovinos Gabela was the last traditional 
"Cunqueiro" who had participated in transhumance in his youth, and after retiring from herding, he still made some 
bowls as a hobby in the 1980s. In the 1990s, Victorino García self-taught himself to revive this practice, and in 2005 
he began an activity more associated with tourism and experiences through "El Rincón Cunqueiro." Víctor García, 
his nephew, became interested in the craft and learned from his uncle in the 2000s at the age of 12-13, later 
dedicating himself professionally to the trade as a freelancer from the age of 18. Víctor's mother, Rosa "Cunqueira," 
was a tour guide at the Muniellos Natural Reserve and started offering guided tours of the workshop and learning the 
craft, primarily making tambourines, drums, and castanets. Unfortunately, Victorino passed away in 2020 and Rosa 
in 2024, leaving Víctor as the last "Cunqueiro" knowledgeable about this practice. Following his mother's sudden 
passing, Víctor temporarily ceased his activities. He plans to reopen the workshop and resume his work soon, 
offering workshops and courses, and is willing to collaborate with the university (he previously taught five years of 
university extension courses) in the dissemination, promotion, and, above all, training to enable a dignified living from 
the craft (profitability-sustainability), helping the positive development of his land, Degaña, which he considers the 
most important aspect for the preservation of this traditional craft. In brief, the transmission of this craft depends on 
Victor Garcia's voluntary efforts to pass on this technique and, more importantly, its significance to the region.

Currently, there are no established roles or division of responsibilities based on importance or gender roles (although 
in the past, the craft was practiced by men in a transhumant way, as an extra source of income during the winter 
months, due to the difficult geography that made it hard to maintain crops and livestock to survive the cold months). 
This is because there is only one remaining "Cunqueiro," which is Víctor García (33 years old).

Originally, the craft was particularly important during the colder months (from October to April) when agricultural 
work was less productive and the need for self-sufficiency was most critical. During this time, men would form 
groups to travel and sell their handmade goods, which helped supplement family incomes and reduce the burden of 
feeding their families, as the winters could be harsh and food scarce. Nowadays, the craft has lost much of its 
practical function and is valued more for its cultural significance, social appreciation, and as a tool for regional 
promotion by local administrations. For Víctor, the last practitioner, it has become an economic resource, one that he 
combines with other means to make a living. 

The cunqueira (or tixileira) tradition has roots that date back to the 16th century in the southwestern region of 
Asturias, particularly in the municipalities of Ibias and Degaña. This craft, initially focused on wood carving, was 
primarily used to create domestic utensils ("tixelas"), particularly wooden tableware like "cachus" (wooden bowls), 
"tachadeiras" (plates), and "cimbreiras" (airtight containers), etc. 

The materials and tools used to create the tixelas have remained stable over time. The materials include wood from 
deciduous trees such as birch, walnut, ash, maple, and chestnut—native woods from the local forests, mainly from 
living trees. The tools are simple, including axes, compasses, pencils, rulers, the lathe, and chisels. The work has 
always been and remains essentially manual, relying on skill. The only modern innovations are the use of chainsaws, 
planers, and sanders, which ease some processes in obtaining the wood and improve the finish for sale, but the 
carving with the lathe and chisels remains exactly the same. Another difference is that while the craft originally 
focused primarily on creating tixelas, which are now less useful, Víctor, Victorino, and Rosa have diversified their 
products. They now also create and sell musical instruments (tambourines, pandeiros, and castanets), "madreñes" 
(traditional Asturian wooden shoes), and other souvenirs such as magnets and keychains.

None. There is only a small "homemade" interpretation space dedicated to this practice at the Hotel El Tixileiro in 
Sisterna (Ibias).

Currently, the only place is the workshop of Victor Garcia, called "La Guarida del Cunqueiro," which is located in 
Trabau, Degaña (temporarily closed).

Tools: The traditional tools used in this craft are quite simple and include axes, compasses, pencils, rulers, the lathe, 
and chisels. These are essential for shaping and carving the wood by hand, requiring a high level of skill. The lathe 
plays a key role in this process, allowing the practitioner to shape the wood into various forms.

Machinery: The lathe, a crucial piece of machinery, can also be portable. It typically consists of a pedal made of 
leather strips and a flexible wooden branch. The lathe used by Victor Garcia was custom-made for him during his 
youth. It features a rectangular frame with several holes to place tools for convenience. The key component is the 
leather strap that connects to the flexible branch, allowing the piece of wood to rotate back and forth (like a seesaw). 
Additionally, there is a section with a hole and a fitting piece to secure the wood using pins, holding it in place while it 
is carved with chisels.

Objects: Initially, the craft focused on creating tixelas (wooden tableware), but as these have become less practical 
today, the practice has diversified. Victor, Victorino, and Rosa now also create and sell musical instruments such as 
tambourines, pandeiros, and castanets. They also produce madreñes, traditional Asturian wooden shoes, and 
various souvenirs like magnets and keychains, reflecting the adaptation of the craft to contemporary needs and 
market demands.

Function

Origins and change

Transmission

Practitioners

Artefacts

Organisations

Places



One related cultural practice to the cunqueira tradition is the trade of the blacksmith (ferreiro). This craft is essential 
for creating tools and equipment needed for woodworking and other rural tasks. In particular, blacksmiths forge tools 
such as axes, chisels, and other metal implements that are crucial for the work of woodworkers, basket makers, and 
traditional shoemakers (madreñeros). These tools are no longer produced industrially because they are not in 
demand on a large scale. Therefore, the blacksmith's role remains key to the survival of many traditional crafts. 
However, the blacksmith trade is also facing extinction in Asturias, with few practitioners remaining, such as Alfredo 
in Arabal, Tineo, who is aging and working less, and a former blacksmith in Posada de Rengos who has significantly 
reduced his activity. 

The activity is also reflected in the oral tradition through local songs, where the departure of the cunqueiros, the craft 
itself, and other related aspects are mentioned. A collection of these songs and melodies, performed by Rosa 
"Cunqueira," can be found on YouTube: https://www.youtube.com/@rosacunqueira4419

Some examples are: “Los cunqueiros vanse, vanse; las cunqueiras tsoran, tsoran, ¡ay de mí, triste aburrida! ¿con 
quién voy dormir ahora?”, "The cunqueiros are leaving, they are leaving; the cunqueiras cry, they cry, oh me, sad and 
bored! Who will I sleep with now?" or "al llegar al alto la collada, di la vuelta a mi sombrero. Adiós pueblo de Trabau, 
en el corazón te llevo", "When I reach the pass, I turn my hat around, goodbye village of Trabau, I carry you in my 
heart."

Gavela Sal, R. (2024). Valdeprusia. Tierra de los Tixileiros (Tapa blanda).

Rodríguez, C. (1960). El habla de Sisterna. CSIC.

Red Asturiana de Desarrollo Rural. (2004). Revista de la Red Asturiana de Desarrollo Rural, (Nº 6, Invierno de 
2004).

Museo Tixileiro. (n.d.). Tixileiro: Museo de los Cunqueiros. Recuperado de https://tixileiro.com/museo/

La Guarida del Cunqueiru. (n.d.). La Guarida del Cunqueiru. Recuperado de http://laguaridadelcunqueiru.com

Méndez, I. (2015). Valdeprusia. A terra dus tixileirus [Documental]. 

Galán, A. (n.d.). Il Moulin [Documental].

Viability

1

1
Substitution with other materials that are easier to work with, more ergonomic and hygienic to use than wood, and 
cheaper to produce on an industrial scale, such as earthenware.

1

The age of the practitioners is not a significant issue, as the current practitioner is 33 years old. However, the real 
concern is that there is only one person remaining who possesses this traditional knowledge, which poses a risk to 
the survival and continuity of the craft.

1

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



It doesn't seem that there is any conservation policy for the craft driven by public institutions, beyond the private 
initiative of Víctor García, who uses and promotes the craft as a driver of territorial development.

1

It's a vicious cycle; it's a remote rural area with poor communications, no public transportation, and few basic 
services (medical, supermarket, etc.), which leads people to migrate to the main cities in the area (Gijón, Avilés, 
Oviedo, Ponferrada, etc.). This results in a lack of sufficient population to invest in the sustainable development of 
services and infrastructure in the area. Without a population, which typically comes for the first half of August for the 
local festivals, it is difficult to make collective efforts to transmit and preserve the craft in relation to its logic within the 
territory.

1

1

1

What is being lost is the guild language they used (tixileiro or cunqueiro), as well as the knowledge of the techniques 
involved in the craft (such as when and which trees to fell, the drying time of the wood to improve its quality, the 
carving technique, how to create the lathe, etc.). There is also a loss of the significance linked to the territory, 
including the forests, transhumance, etc., that were integral to the practice. 

thriving
stable
declining
endangered 1

Sustainability

N/a. There is only one person alive with this knowledge.

The practice contributes to environmental sustainability in several ways. The materials used are natural, renewable, 
and locally sourced. The wood comes from local forests, and efforts are made to avoid overexploitation, ensuring that 
only trees that are not optimal for other purposes are cut down. The practitioner is mindful of the type of wood 
needed for their work and prioritizes sustainable practices by cutting the "worst" trees, which are not expected to 
grow to their full potential, thus allowing healthier trees to thrive. The waste generated, including shavings and 
sawdust, is composted and repurposed for agricultural use or as fertilizer for reforestation projects, such as planting 
trees in degraded areas. In this way, the practice helps improve soil quality and encourages sustainable land 
management.

In addition to these practices, the practitioner’s work does not require electricity for the crafting process itself, except 
for basic lighting to see while working. Natural light is usually sufficient during the day, reducing energy 
consumption. When electricity is needed, it comes from a standard power supply, and there is no need for energy-
intensive machinery. The lack of a heating system in the workshop also reduces energy usage, supporting a low-
energy, environmentally conscious approach to craftsmanship. This minimal reliance on electricity aligns with 
sustainable energy practices and reduces the carbon footprint of the work.

The practice does not significantly contribute to economic sustainability at present. The traditional craft of creating 
tixelas is no longer widely used, and as a result, these pieces have shifted to being more decorative rather than 
functional. In response to this decline, practitioners have diversified their products to include musical instruments, 
souvenirs, and other items. However, in order to sustain the craft, as noted by Víctor García, it is necessary to 
integrate it into other practices, adapt its uses, and particularly diversify income sources. This could include offerings 
such as tourism (workshops, tours, and classes), agriculture and livestock, and even tourism accommodation. By 
creating a multifaceted economic model, it would be possible to ensure a balance between sustainability and 
profitability for this craft in the specific region.

1

1
1
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General information

Faro's pottery
Alfarería de Faro

Spanish

Latitude 43.355833
Longitude -5.794167

Faro, Oviedo, Asturias, Spain

Faro is a small village of some 200 inhabitants in the Parroquia de Limanes, belonging to the Asturian municipality of 
Oviedo, a city from which it is only eight kilometres away.  It was during the Middle Ages that the place became 
important due to its strategic location at the crossroads of communication routes and its dependence on the great 
monastery of San Pelayo. It was also during this period that its pottery activity, for which it is well known, began to 
emerge. Nowadays, together with a small agricultural and animal husbandry activity, Faro is fundamentally a 
residential area.

There are two types of pottery: black pottery, obtained by reducing iron-rich clay, which has been documented since 
the 11th century in various closed forms (puchero, barbón, penada, cider jug...), and glazed and enamelled pottery, 
which appears from the 13th century (escudilla, plate, jug, botijo...). The latter has the peculiarity of having two 
firings, the second one to fix the glaze and the paint, with geometric, vegetal and zoomorphic decorations, the most 
singular being the páxara, the most representative colours being green and yellow.
The 18th century was the time of greatest splendour, with more than 70 potters. The arrival of earthenware would 
gradually lead to a decline in activity, until the only pottery workshop that has survived since the middle of the 20th 
century, making pieces in the same way as they were made in the Middle Ages.
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Nowadays, only one potter's workshop remains in Faro, that of José Manuel Vega ‘Selito’, the last of a potter's 
lineage that dates back to the Middle Ages. For years "Selito" has had an apprentice, Orlando Moran, who today has 
the skills to make this ceramic tradition. Since 2022, a potter, Verónica Rodriguez, from another part of Asturias, has 
moved to Faro. Although her knowledge of pottery comes from the ceramic tradition of Llamas del Mouro, she has 
learned to make traditional Faro's pottery. The potter who is currently passing on the knowledge about the 
manufacture of traditional Faro´s pottery is Orlando Moran, who works in an arts and crafts school.

José Manuel Vega 'Selito' was active until the year 2024.Currently the artisans are Fernando Morán and Verónica 
Rodriguez,  Orlando is the heir to the knowledge of the last potter "Selito," who also passes on this legacy at a 
municipal arts school, while Verónica is a new potter in this tradition who, in addition to creating her own space in 
Faro, shares her knowledge through workshops.

Faro pottery is a centuries-old artisanal tradition that connects present generations with their historical and cultural 
roots. Each piece reflects techniques and designs passed down through time, making it a tangible symbol of local 
history.

Faro is a ceramic production center in Asturias, whose activity has been documented since the Middle Ages. 
Archaeological evidence confirms pottery production in this village dating back at least to the 11th century. Faro is 
frequently mentioned in medieval Asturian documents. In the 12th century, the following words are found: iuxta 
Ovetum, in villa pernominta Faro. The first reference to Faro's pottery industry dates back to the early 16th century 
(1519).

The Marquis of Ensenada's cadastral survey (conducted in the territories of the Crown of Castile to understand, 
register, and evaluate assets) reports 72 potters, which highlights the significance of Faro in this industry and its 
productivity in the 18th century. The type of wheel used in Faro until the 20th century was the low or hand wheel, 
until José Vega "Lito" introduced the foot-operated wheel. This advancement led to an increase in production.

The kiln used is the "open kiln." It consists of two parts: the firing chamber, where the pieces are stacked, and a 
boiler in which the fuel is placed; in this case, "rozu" (a type of fuel). Once the kiln is filled with ceramic pieces, the 
top is covered with "tapines," pieces of earth with green grass. The earth is placed facing inward, and broken tiles 
are used to form the chimney. In the past, firewood was the fuel for these kilns, but today propane gas is used.

Xunta pola defensa de la Alfarería Tradicional de Faro and "Asociación de Amigos de la Alfarería de Faro". There is 
a conflict between both associations, as the Xunta advocates for the faithful maintenance of methods, techniques, 
forms, and decorations of this ceramic tradition.

In the same village of Faro, there are archaeological sites associated with pottery making, including remnants of 
kilns, workshops, and clay extraction areas. The house and workshop, which includes a traditional kiln, of the Vega 
family (Faro de Arriba) is listed in the Inventory of Asturias' Cultural Heritage. Unfortunately, part of this workshop 
was damaged by a fire in December 2023.

Regarding those related to manufacturing, they are: a foot-operated lathe, a thread cutter, a trapadoiro (leather cloth), 
tools specific to pottery (small wooden tools, a knife, and an awl). For glazed ceramics, a pisón was used (a stone 
with a hole in the center serving as a mortar to crush lead with tin and sand, creating the mixture for white glaze or tin-
glazed coating), along with a brush to apply pigments. As for the types of vessels, they include: the "barbón" (with 
three handles), the "penada" (a water pitcher), the jug — "xarra" for cider, the cheese maker, and the casserole dish. 
In glazed ceramics, there are also plates, bowls, water jugs — "xarru," chamber pots, and two vessels shaped like a 
rooster and a hen.
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One of the artisans recounts that there are ballads dedicated to the trapadoiro, which is one of the tools used to 
shape the mouths of the vessels. Vessels are crafted in connection with other traditional cultural practices of 
Asturias, such as cheese-making or cider culture.

de Aldecoa, E. I. (1985). La cerámica vidriada de Faro: motivos decorativos. Liño: Revista anual de historia del arte, 
(5), 235-246.

Busto, M. (2021). Sistematización arqueológica de las producciones de cerámica esmaltada y vidriada de Faro de 
Liminas (Astrurias, España) desde el siglo XVI al XVIII. Jaén: UJA Editorial.

Menéndez, J. J. A. (1997). Un ejemplo de continuidad en la producción de ceràmica desde la Edad Media al siglo 
XX: Faro (Asturies-España). Olaria: Estudos Arqueológicos, Históricos e Etnológicos, (2), 93-100.

https://www.youtube.com/watch?v=I_FpkQ5c6jM

https://www.google.com/search?q=videos+taller+de+faro+ceramica&rlz=1C1RLNS_esES958ES961

Viability

1
The pottery workshop of "Selito" in Faro suffered a fire in 2023.

1
1

Lack of understanding between the two associations that defend the traditional pottery of Faro. Changes in political 
parties have caused ongoing projects related to the creation of a center for the interpretation of Faro's traditional 
pottery to be delayed or halted. There is also a lack of mediation tools in these conflicts.

1
1

1

For various historical reasons, such as migration to the city or the emergence of household items made from other 
materials, ceramic vessels stopped being produced. Today, only two people continue practicing this pottery, and 
younger generations show no interest in learning. All of this has led to a decline in production over the years.

1
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1
1

On one hand, during the 1960s, there was large-scale migration from the countryside to the city, which caused the 
rural population to decrease significantly. On the other hand, Faro's proximity to the city of Oviedo has turned this 
area into a commuter town, inhabited by people with no familial ties to the rural area.

1

1

The pottery workshop of "Selito" in Faro suffered a fire in 2023. Faro's proximity to the city of Oviedo has turned this 
area into a commuter town, inhabited by people with no familial ties to the rural area.

thriving
stable
declining 1
endangered

Sustainability

Currently, production is in decline. On a positive note, a new female artisan has established a workshop in the area, 
where she conducts workshops for the community. This represents a boost for the cultural revitalization of this rural 
region.

This cultural practice does not involve pollution

Not actually.

1
1

1

1
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General information

Jet culture
Cultura del azabache

Latitude
Longitude

Villaviciosa and Gijón area, Asturias, Spain

Jet is the most well-known and widespread gemstone found in Asturias. The area of Villaviciosa and Gijón is the 
epicenter of both its extraction and its transformation into jewelry pieces.The layers of jet are located in the highest 
sections of the Upper Jurassic, from the Kimmeridgian age, consisting of alternating sandstones, marls, and dark 
silty clays. It originated from woody trunks that were carried and deposited between the sandstones of the well-
known Lastres Formation, although it is also found in the so-called La Ñora and Vega formations, in a transitional 
sedimentary environment.There are precedents for the recognition of the existence and quality of Asturias' jet in 
foreign scientific publications as early as the 19th century.

The presence of high-quality jet deposits in Asturias enabled, since ancient times, its mining and artisanal use, 
giving rise to a culture centered around the properties of this unique mineral. Its believed protective nature generated 
strong demand for handcrafted creations, which were sold mainly outside the region, both in traditional forms like 
amulets and in more unique versions, as various pieces of jewelry

1

1

fibre and textile crafts
woodwork
metalwork 1
ceramics
leatherwork
glasswork
other (specify) jewellery making

Firstly, the knowledge of jet extraction, which was carried out by men until the mid-20th century. The raw pieces were 
extracted seasonally by the farmers themselves. The mines, which were of little significance, mainly consisted of 
small linear galleries following the mineral veins. Currently, jet mining is not permitted, and contemporary artisans 
work with the remnants of these extractions that remained on the surface. Secondly, the skill of stone carving, which 
was traditionally done with a chisel and is now performed with precision mechanical tools.
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The lack of raw material makes the transmission of the craft easy and abundant. In rare cases, the artisan delegates 
the learning of all their techniques to one person, as the profession is in danger of extinction, despite having been 
recently declared a Cultural Heritage Asset in Asturias.There are practically no active jet artisans who are familiar 
with traditional carving methods using hand tools. Mechanical systems have been introduced, which are not deeply 
rooted in the tradition, leading to a delicate situation in this regard.

In the past, only men were involved in jet work, although it seems that it was the women who did the final touches on 
the pieces. Today, the majority of those engaged in this activity are women, and most of them combine jet work with 
other materials such as silver, also applying jewelry-making techniques.

Currently, the people of the region take pride in the existence of this artisanal tradition, despite the disagreements 
between the two existing associations. Jet continues to be seen as a protective element, which means that the 
pieces made from this material are valued not only for their beauty but also for their symbolic significance.

In Asturias, jet has a long tradition. The oldest pieces are documented in the Cave of Las Caldas, dating back 
19,000 years to the Solutrean period. A jet bead was found in the tomb of Monte Areo (tomb XV), part of a burial set 
from the 5th millennium BC. Jet use is also documented in Camoca and Moriyón, near the Villaviciosa estuary, as 
well as in the Roman-era town of Veranes.Traditionally used as a symbol of protection and good fortune, jet was 
commonly worn by pilgrims on the Camino de Santiago from the 11th century onward.  Oviedo, a key stop on the 
Camino Primitivo, became an important center for jet trade and craftsmanship. By the 14th century, Asturian 
workshops gained fame for the quality of their carvings.After the decline of the Camino de Santiago, jet gained a 
resurgence due to a historical event. Following the death of Prince Albert in 1861, mourning became fashionable in 
Victorian society as a symbol of support for Queen Victoria. This was not a passing trend, as she wore mourning 
attire for the rest of her life and made extravagant use of jet jewelry, which was ideal for this occasion.Today, jet is 
primarily used in jewelry, and one object that has continued from the past is the "mano" or "figa," whose protective 
symbolism still endures.

In 1999, "Acebache" was created in Villaviciosa, an association aimed at developing the jet tradition of Asturias. This 
collective includes not only artisans with their respective workshops, but also experts. In 2017, this association split, 
leading to the creation of "Azabache Jurásico de Villaviciosa," also composed of artisans and experts in this heritage. 

Monographic Jet Fairs in Asturias:Ribadesella and Tazones host specialized fairs dedicated to Asturian jet, where 
artisans, experts, and enthusiasts gather to showcase and celebrate this traditional craft. These events highlight the 
historical and cultural significance of jet, featuring exhibitions, demonstrations, and handcrafted jewelry.The 
Azabache Fair of Oviedo is an other event that celebrates the tradition and craftsmanship of Asturian jet. Held in the 
historic center of the city, it brings together artisans, jewelers, and experts who showcase their handcrafted pieces

Figa or Jet Hand: Protective amulet against the evil eye and negative energies.
Rosaries and Beads: Used in religious devotion, combining jet with other noble materials.
Earrings and Pendants: Traditional and contemporary designs in which jet is set in silver.
Brooches and Cameos: Finely carved pieces, especially popular during the Victorian period.

Function

Origins and change

Transmission

Practitioners

Artefacts

Organisations

Places



The traditional Asturian women's attire includes necklaces and earrings made of jet.

https://www.youtube.com/watch?v=X7CzYi6DnR0

Campón, E., Fernández, C. J., & Solans, J. (1978). El azabache de los yacimientos de Oles (Asturias). Trabajos de 
Geología, (10), 161-167.

Vevia, M. V. B. (2024). El azabache asturiano y la reina Victoria. ArqueoTimes, (9), 36-38.

Mata, Á. F. (2005). Iconografía jacobea en azabache. Los Caminos de Santiago. Arte, Historia y Literatura, 169-212.

Viability

1

Traditional carving techniques are no longer used; they have been replaced by mechanical methods.

1

There is no generational continuity in learning the craft
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Menéndez Menéndez, A. (2021, January). Aproximación al pasado, presente y futuro de la industria azabachera, un 
patrimonio cultural, material e inmaterial, en vías de extinción. In I Simposio anual de Patrimonio Natural y Cultural 
ICOMOS España (pp. 479-492). Editorial Universitat Politècnica de València.



1
1
1

The prohibition of raw material extraction has led to very limited supplies. This has also resulted in the inclusion of 
other minerals, such as those from Turkey, which are not authentic Asturian Jurassic jet.

Lack of agreements among artisans and the absence of an official certification for "authentic" jet craftsmanship.
Both associations engage in promotional activities to spread awareness of Asturian jet craftsmanship, including 
organizing events, workshops, and demonstrations. Additionally, jet sales fairs are held, where artisans showcase 
and sell their handcrafted jet pieces, helping to preserve and promote this traditional craft.

thriving
stable
declining 1
endangered

Sustainability

Gender Equality: Traditionally, jet craftsmanship was dominated by men, but today, many women are involved in the 
craft, often combining it with other materials like silver. This shift has provided women with opportunities for 
economic independence, skill development, and recognition as artisans.Community Development: The jet industry 
has supported local economies in Asturias, particularly in regions like Villaviciosa and Gijón. Craftsmanship creates 
jobs and stimulates local commerce, with fairs and exhibitions drawing attention to the region.

Use of Natural, Locally Sourced Materials: Jet is a natural material that has been traditionally sourced from the region 
of Asturias, specifically from the Jurassic period deposits. The use of locally sourced jet minimizes the environmental 
impact associated with transportation and supports local geology and heritage. As it is a non-renewable resource, its 
extraction has been regulated to ensure that it does not overly deplete local resources.Sustainable Craftsmanship 
Practices: The methods used by artisans today, although increasingly mechanical, often rely on precision tools and 
small-scale, localized production, as opposed to mass industrial production. Energy Efficiency: Traditional jet carving 
methods required hand tools, while modern mechanical tools (e.g., Dremels or carbide tools) are more energy-
efficient than heavy industrial machinery. Though not fully sustainable in energy use, these tools consume far less 
energy than large-scale manufacturing processes.

The Azabache fairs and markets provide artisans with opportunities to showcase and sell their work, both locally and 
internationally. These events attract tourists and buyers interested in traditional craftsmanship, which expands 
market access for local artisans. Artisans working with jet often combine it with other materials such as silver or gold 
to create jewelry, which broadens their income potential. For example, artisans who produce traditional jet jewelry can 
also expand into contemporary designs to cater to different markets, diversifying their income sources.

1

1

Media

Audio
Photo

Video LAPONTE_CP_02(01).mov, LAPONTE_CP_02(02).mov, LAPONTE_CP_02(03).mov, LAPONTE_CP_02(04).mov

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)

SDG 6: Clean water and sanitation
SDG 7: Affordable and clean energy
SDG 8: Decent work and economic growth

Educational programmes
Collaboration with other organisations
Governance, management, and green policies

SDG 12: Responsible consumption and production
SDG 13: Climate action
SDG 14: Life below water
SDG 15: Life on land
SDG 16: Peace, justice and strong institutions
SDG 17: Partnerships for the goals
Infrastructure development

SDG 9: Industry, innovation and infrastructure
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General information

Wool fiber processing

Norwegian

Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norland

Lofoten wool is situated in the proximity of the town of Stamsund. The town belongs to the municipality of Vestvågøy, 
in the Lofoten Archipelago and by 2023 counts 1.104 inhabitants. The town is one of the largest fishing towns in 
Lofoten, and an important fishing harbour. The fishing town was established in 1983 by JM Johansen, and today 
houses one of the largest fish processing plants of Lofoten, a Tran refinery, and its own shipping company.

The know-how about curating, harvesting and selecting the best parts of the sheep wool and different uses 
according to its natural properties: socks, sweaters, woven fabrics and felted wools. Different breeds will shed 
different wool textures. Banking on traditional knowledge, finding the best kinds of wool from different sheep breeds 
and applying it to modern uses comes from cycles of investigation and practice developed throughout the decades. 
The yarn is colored using natural dyes many of which have been used for centuries. 

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

Knowledge about different sheep breeds from Norway, their history and the different textures of their wool, and their 
applications to different kinds of clothing. Sheep farming and animal care and welfare are also taken into 
consideration in the process. It also requires knowledge about the stages of preparation the wool must go through 
before it is ready for shaping into yarn or unspun wool.

Links to artefacts

culinary practices

Description

Domain(s)

Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events

Inventory ID
Author(s) of the entry
Links to practitioners

Alternative name(s). Name(s) of the practice in local language(s) (emic terms, what 
practitioners call it)

Name of the practice in English

Name

AI tools

If yes, specify what AI tools were used and how

Language(s)

Were any AI tools used to complete the entry?

knowledge and practices concerning 
nature and the universe

Name

craftsmanship

Knowledge and skills

Description

GPS



There are schools for learning traditional fiber and textile work. Sheep farming is an office that can also be learned, 
but entails practice throughout years. Keeping traditions related to sheep herding in the Lofoten islands rely much on 
the knowledge transmitted during generations between the farmers.

Current practitioners of the office: traditional textile workers, and farmers. They can be learnt by choosing to work in 
that particular work. There is general gender differences that rely on longer cultural undercurrents (ie. wool textile 
workers are generally woman). 

Besides preserving the sense of belonging to a long-term domestic tradition, it opens the gates to thinking about fiber 
choices, local production and slow-fashion as gatheways to sustainable fashion industry. Tourist engage in this 
sustainable indrustry by choosing locally produced raw materials and products that support the local primary sector,

The current practices are not directly tied to ancetstral traditions, but the can be considere traditional. They aim to 
recover, mantain and enhance the former domestic textile production. The use of old breeds of sheep adapted to the 
climate and landscape of the area sheds a different kind of wool, more ruogh that the one obtained from breeds 
adapted to industrial productions such as the merino sheep. Shearig is still done manually by professional hands,  
but the wool is washed and combed with modern machines. 

Lofotr Viking Museum, the slaughtery, the organizations Norske Kunsthandverkerer and Norske Biledkunstnerer, 
Småbrukerlager and Bondelaget, and Husflidlaget. Lofoten wool also offers an opportunity for elderly woman and 
persons in retirement, or those who simply would like to have extra income. They are organized from the workshop.

The Lofotr Viking Museum is also a heritage site that preserves old sheep breeds and showcases textile traditions 
from the iron age. Vestvågøy Husflidlaget also offers Lofoten wool workshops. 

The machinery is outsourced. But this practice highlights the link between the obtention of local raw (wool) and a 
primary product (yarn and processed wool fabric). In the worskhops, yarn comming from the wool mill is winded with 
a manual yarn winder into skeins. The yarn winder is a tradtional domestic textile tool, that keeps being used in 
Lofoten wool. From it, sweaters, mittens, curtains, pillow cases, shalls, hats, fabric are made. Some of the objects 
follow traditional designs and knitting patterns, such as the sweater Islender (MN_AR_03) or the fisheman mittens 
(MN_AR_04). 

Function

Origins and change

Transmission

Practitioners

Artefacts

Organisations

Places



Selecting the wool by the farmers requires knowledge:  the belly wool and thighs must be taken away: it is usually 
damaged. The wool in the living sheep must be kept clean.. Ranghild speculates that probably in the past some 
could have kept some heads just for wool, probably from castrated rams. Sorting the fleece must be done very 
carefully: neck wool is more delicate, and better for socks.The belly wool is called buk. Lår: tight wool - Fell: fleece - it 
can also refer to a duvet. - vegetabiler - straws in the wool that you cant put in the spinning mill. "Det er mye rusk i 
ulla." to express this excess vegetation.  If the sheep lie in the side they are in trouble they lie in "øbelta", and the 
sheep can be in mortal danger./ syner av: they stop breastfeeding. Fjøskåpe - to go in the farm milking the cows. 
Sheep are know to be prepared also to detect predators and they organize themselves to do watchings, or to know 
when there is an emminent danger (for example, an avalach).

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,

https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 

Beder, Nicolina J., Seyður Ull Tøting. SPF. Sprotin, 2010.

Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.

Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.

Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.

Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra

Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.

Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid. Orkana, 1996.

Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.

https://www.norskebilledkunstnere.no/

Viability

1

1

1
1
1

1
Loss of Biodiversity: there are few sheep farms left in Lofoten. Invasive species come with streams of imported 
products, vacations abroad and mass tourism. As an island, coastal erosion and rise of sea level may affect the 
place. Increased rainfall modifies the flora and the naturall cicles on which fodder for the sheep is produced. 

1

Indrustrial production has to be used to make the business sustainable. 

1
The increasing preasure of new inhabitants on the area and vacation houses creates conflicts with the use of 
pastures for the ship

1

1
Mass tourism demands more infrastructure for tourism, in the detriment of the farmland economy. Traditional 
weaving patterns are appropiated by fast fashion industries.

1
1

1
1

Less people works in sheep farming. The wool is harder to obtain. It is very time-demanding work.

1

1
Raw material production is being increasingly outsourced, away from the country. Rural road infrastructure in the 
islands with few options of public transport

1

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



1

1
1

Craft hobbies with wool have been reduced in the past decades. At the same time, industrial production of clothes 
and fast fashion produced in other countries, with more affordable products, makes the products less atractive.

1
1
1
1

With the loss of traditions linked to traditional manners of processing the wool, also the old tool usage has been lost 
to big extends. Oral traditions preserved are very few, since the founder of the project Lofoten wool is not a local 
herself. 

thriving 1
stable
declining
endangered

Sustainability

It creates direct local employment for people hired for their skills. This helps against rural exodus, nurturing the local 
community development.

Sheep farming has very little impact over the local landscape. It helps preserving the landscape too. There is very 
waste generated during thr process of obtaining the wool. The energy employed is electric. The raw materials are 
sourced locally, but the wool preparation has to be outsourced from another region, since there is no local 
installations that offer this service and the production center is not big enough. 

It diversifies the production of the region, offering locally produced textiles using local raw materials. This also 
benefits the local sheep farmers, that find a use for the sheep wool that would otherwise go to waste. Natural dyes 
produce little toxic waste.

1
1
1
1
1
1

1

1
1

1

Media

Audio
Photo

Video MN_CP_01(01).mp4, MN_CP_01(02).mp4, MN_CP_01(03).mp4

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)

SDG 6: Clean water and sanitation
SDG 7: Affordable and clean energy
SDG 8: Decent work and economic growth

Educational programmes
Collaboration with other organisations
Governance, management, and green policies

SDG 12: Responsible consumption and production
SDG 13: Climate action
SDG 14: Life below water
SDG 15: Life on land
SDG 16: Peace, justice and strong institutions
SDG 17: Partnerships for the goals
Infrastructure development

SDG 9: Industry, innovation and infrastructure
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General information

Knitting and weaving practices

Norwegian

Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norland

Lofoten wool is situated in the proximity of the town of Stamsund. The town belongs to the municipality of Vestvågøy, 
in the Lofoten Archipelago and by 2023 counts 1.104 inhabitants. The town is one of the largest fishing towns in 
Lofoten, and an important fishing harbour. The fishing town was established in 1983 by JM Johansen, and today 
houses one of the largest fish processing plants of Lofoten, a Tran refinery, and its own shipping company. 

The know-how about curating, harvesting and selecting the best parts of the sheep wool and different uses 
according to its natural properties: socks, sweaters, woven fabrics and felted wools. Knitting has been a practiced 
traditionally carried out at home by women. Spinning, knitting and weaving was common knowledge un homes up 
until 100 years ago, when industrial production begun to take over home-made textiles. Knitting culture has survived 
in Lofoten to greater extends than in other European countries, and traditional pattern and techniques are still known. 
Every piece of clothing, being socks, sweaters, mittens or hats, requiere speceific knowledge about stitch density, 
patterning and wool texture. When industrial dyes were not widely available, local natural plants and likens would do 
the coloring. The knowledge about plant use was mostly orally transmitted for generations. Currently, some of said 
traditions can be found in crafting manuals and school education, all of which is used to produce unique sweaters in 
Lofoten wool. 

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

Knowledge of different types of wool, their different textures, and their applications to different kinds of clothing. 
Different knitting techniques and design patterns. Implementation of machine knitting techniques in the production 
line. In Lofoten Wool, the production of garment is divided into two practices: hand made knitting and machine 
knitting. Handmade knitting is carried out by skilled ladies who knit from home. The knitters are located in whole 
Northern Norway, and are coordinated by one of Ragnhild's co-workers, Nora. Machine knitting is carried out with the 
3D zero waste knitting technology, which is a knitting practice that has been implemented by Lofoten Wool in order to 
offer more affordable, but still high-quality, garments. The garments made with this technique are machined knitted 
by partner companies in Tingvoll (Tingvoll Ull?) and Sykkylven (Krivi?), about 700 km southern Lofoten. The 3D zero 
waste knitting practice knits a sweater in 40 minutes, and reduces the yarn waste by using only the yarn needed for 
the production of the garment. The practitioner weaves and knits some of the garments herself, as well as designs 
new models and patterns with the collaboration of responsible for the quality check of the garments 

Links to artefacts

culinary practices

Description

Domain(s)

Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events

Inventory ID
Author(s) of the entry
Links to practitioners

Alternative name(s). Name(s) of the practice in local language(s) (emic terms, what 
practitioners call it)

Name of the practice in English

Name

AI tools

If yes, specify what AI tools were used and how

Language(s)

Were any AI tools used to complete the entry?

knowledge and practices concerning 
nature and the universe

Name

craftsmanship

Knowledge and skills

Description

GPS



There are schools for learning traditional fiber and textile work. Higher education in fashion design. Lugger (shoes for 
walking in the snow, in the dry winters. old woolen parts and then they would knit the shoes). Snow, shoes. 

Current practitioners of the office: traditional textile workers, and employees responsible for coordination and 
administrative work. They can be learnt by choosing to work in that particular work. There is general gender 
differences that rely on longer cultural undercurrents (ie. wool textile workers are generally woman). Lofoten wool 
Hand-made sweaters relies on the work of  knitters located in Northern Norway, that produce the sweaters for the 
company. The knitter may have school education, or practice-base knowledge to produce the sweaters. Current 
practitioners of machine knitted garments: partner companies in Tingvoll and Sykkylven (Norway).

Besides preserving the sense of belonging to a long-term domestic tradition, it opens the gates to thinking about fiber 
choices, local production and slow-fashion as gatheways to the sustainable fashion industry. Tourists engage in this 
sustainable industry by choosing locally produced raw materials and products that support the local primary sector, 
but also acquire a durable piece of clothing made in ways that respect the local nature and culture.

The current practices are not directly tied to old traditions, but they aim to recover, maintain and enhance the former 
domestic textile production. Knitwear is known in Scandinavia since the Middle Ages, and has a long tradition in 
domestic production until recent times.  With the arrival of regulated public education to Norway, schools of offices 
also took up textile learning traditions, and offered them as professional education, while domestic hobby craft was 
kept in the families. However, the learning of hand-made crafting educations has been diminishing during the past 
decades, where fast-fashion industry has slowly been taking over consumer needs. Hand-made knitwear survives 
today partially as a hobby craft, and through revival initiatives. The connections of the craft with the land in Lofoten 
wool however, permeate much deeper than the hobby stores, investing in local ancient sheep breeds to produce 
fashionable items for tourist, naturally bridging between the primary and quaternary sectors with their textile (sweater) 
productions.

Lofotr Viking Museum, the slaughtery, the organizations Norske Kunsthandverkerer and Norske Biledkunstnerer, 
Småbrukerlager and Bondelaget, and Husflidlaget.

Local husflidslaget, factories in Ålesund area (Tingvoll and Sykkylven).

Different types of knitting needles, 3D knitting machines, industrial loom, yarn unwinder, pots and utensils for dying. 
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https://lofoten-wool.no/en/pages/menneskene

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,

https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 

Beder, Nicolina J., Seyður Ull Tøting. SPF. Sprotin, 2010.

Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.

Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.

Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.

Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra

Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.

Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid. Orkana, 1996.

Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.

https://www.norskebilledkunstnere.no/

Viability

1
1

1

1
1
1

1
1

Water pollution as a result of industrial production. Loss of Biodiversity: there are few sheep farms left in Lofoten. 
Invasive species come with streams of imported products, vacations abroad and mass tourism. As an island, coastal 
erosion and rise of sea level may affect the place. Increased rainfall modifies the flora and the naturall cicles on 
which fodder for the sheep is produced. 

1
1

Indrustrial production has to be used to make the business sustainable. Surge of new technologies to improve the 
machine knitted production.

1
The increasing pressure of new inhabitants on the area and vacation houses creates conflicts with the use of 
pastures for the sheep. Younger generations are moving away from Lofoten/Northern Norway creating a a lack of 
generational turnover when it comes to learning and carrying out textile traditional handicraft.

1

1
Mass tourism demands more and faster production of garments to be sold. Traditional weaving patterns are 
appropiated by fast fashion industries.

1
1

1
1

Knitting is a popular hobby in Norway. However, there is a steady decrease of textile production in Norway in favor of 
relocation to countries where production is cheaper. 

1

1
Raw material production is being increasingly outsourced, away from the country. Rural road infrastructure in the 
islands with few options of public transport

1

1

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



1

1
1

Craft hobbies with wool have been reduced in the past decades. At the same time, industrial production of clothes 
and fast fashion produced in other countries, with more affordable products, makes the products less attractive.

1
1
1
1

With the loss of traditions linked to traditional manners of processing the wool, also the old tool usage has been lost 
to big extends. Oral traditions preserved are very few, since the founder of the project Lofoten wool is not a local 
herself. 

thriving 1
stable
declining
endangered

Sustainability

It creates direct local employment for people hired for their skills. This helps against rural exodus, nurturing the local 
community development.

Sheep farming has very little impact over the local landscape. It helps preserving the landscape too. There is very 
waste generated during thr process of obtaining the wool. The energy employed is electric. The materials are 
sources locally, but the wool preparation has to be outsourced from another region, since there is no local 
installations that offer this service and the production center is not big enough. 

It diversifies the production of the region, offering locally produced textiles using local raw materials. This also 
benefits the local sheep farmers, that find a use for the sheep wool that would otherwise go to waste.

1
1
1
1
1
1

1

1
1

1

Media

Audio
Photo

Video MN_CP_02(01).mp4

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)

SDG 6: Clean water and sanitation
SDG 7: Affordable and clean energy
SDG 8: Decent work and economic growth

Educational programmes
Collaboration with other organisations
Governance, management, and green policies

SDG 12: Responsible consumption and production
SDG 13: Climate action
SDG 14: Life below water
SDG 15: Life on land
SDG 16: Peace, justice and strong institutions
SDG 17: Partnerships for the goals
Infrastructure development

SDG 9: Industry, innovation and infrastructure



Metadata

MN_CP_03
Agnes Csenki
MN_PR_02
MN_AR_06, MN_AR_09; MN_AR_10

yes
no 1

General information

Hot and warm forging of a bird form by hand, and machanical hammer
Varm smiinig av fygel med hånd,og  mekanisk hammer 

Norwegian

Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway

Sund is a traditional fishing village in the Lofoten Islands. These fishing villages were built on the cod fishery in 
Winter, and the production of stockfish. Northeast Atlantic Cod migrates from the Barents Sea to the Norwegian 
coast to spawn and can be found by the coastline of Lofoten from approx. January to April. That period is called the 
Lofoten-Fishing in Lofoten. 
Stockfish is unsalted, dried cod-a traditional food, produced by hanging and air-drying cod on wooden racks for 3-4 
months. The winter fishery traditionally attracted fishermen from both south and north on the mainland. They were 
seasonally accommodated in the villages in cabins (rorbu).
Stockfish was Norway’s most important commodity, and most of the production was sold to export. 
These fishing villages in Lofoten were owned by the crown until the late 18th century.
Privileges were given to individuals: innkeepers, cargo-vessel owners, fish traders, who built up enough capital could 
buy them and the land surrounding. That was the start of the landowner system in Lofoten. Landowner or squires 
had monopoly on trade, land and properties in their villages, they rented out cabins to the travelling fishermen and 
bought the fish from them. 
Locals paid in free labour for the plot where their house stood. 
The forge had an important role in the fishing villages, as the blacksmith produced objects for the landowners, the 
locals need and served the fisheries needs: tools, equipment, nails, supplies for reparation work and other metal 
objects. The blacksmith workshop is part of the Fishery Museum in Sund, both are operated by Tor-Vegard 
Mørkved, the Blacksmith of Sund. 

Forging is working with iron, and other metals.Warm and hot forming requires a forge to warm up the metals, The 
hot and warm metals can be formed into shapes with the help of hammers, anvil, pliers and other tools. The different 
warming, temperatures and cooling methodes give different reults and properties to the finished products. 

fibre and textile crafts
woodwork
metalwork 1
ceramics
leatherwork
glasswork
other (specify)

Both practical and theoretical knowledge is required, and a basic knowledge in metallurgy. Planning, and designing 
of products, a practical setup in the smithy or workshop is also helping the working process.
Forging is a hard physical work, that requires physical strength knowledge of the properties of the material in use 
(iron, bronze, sopper, other metal), temperatures, tools and how the material reacts during the process. 
Most of the knowledge is practical. Speed, movements to create the wished form, knowledge of the use of different 
tools (pliers, hammers, brushes), knowledge of the properties and the effect of different temperatures to the metal to 
create the desired quality, how the metal will react in different stages of the work. 
Important to have good safety routines in personal safety and fire safety. Tor-Vegard has his own safety routines that 
he implies them to the visitors too in the workshop (for example hearing protection). 

Links to artefacts

culinary practices

Description
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Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events
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Tor-Vegard learned his skills from Hans Gjertsen, and was a trainee for two years under his supervision between 
1987 and 1989. The practice is closely connected to the practitioner (Blacksmith of Sund). Tor-Vegard himself 
accepts trainees, his latest trainee was his son, who hopefully will carry on with the legacy of the previous 
practitoners in the Forge in Sund, as the new generation of the Blacksmith of Sund. The practice is well displayed in 
the workshop for visitors. All in general forging in Norway: It is possible to study forging in official Secondary 
education. That includes 2 years of theoretical and practical school studies and 2 years of practice at a company. 
Successful formal education results in a “svennebrev”, an official document, that secures quality and knowledge in 
the field. Forging course (smikurs); depending on the content and subject can vary form a few hours form several 
days (occasions). That provides a very basic knowledge of the skills and materials, an gives the possibility to create 
an object. From a practicing blacksmith who accepts trainees with a will to learn, outside formal education. 

The bearer of the core of the practice is the blacksmith in Sund. Tor-Vegard worked alone in his workshop in the 
past years and was the soil bearer of the practice. Prior to him, it was Hans Gjertsen who carried and practiced the 
knowledge. Recently, the third generation of blacksmith, Tor-Vegards son, Hans is the candidate to carry on with the 
practice. He is a freshly graduated blacksmith. 

The two generations of practitioners built a reputation around the cormorant sculptures, that is well known from 
Sund. The emblematic form and product is well recognisable. It contribites to the local identity, and many locals 
follow the practitioner and his work on SoMe. The practice contributes to the local communty to be on the touristic 
map, and it creates a huge visitor number each year in the small village of Sund. During the touristic season, the 
practice is a part of  a social setting. The practitoner interacts with the visitors during the process of making 
scultputes in the workshop. The interactions, stories and the multy-sensory experience creates and deepens the 
interest among visitors, and a will to buy. 

The practice cannot be divided form the practitioner: The Blacksmith of Sund. The origin of the hand forged 
cormorant dates to the time of the old blacksmith, Hans Gjertsen. He opened his workshop in 1947, but became well 
known after 1963, when he surprised the Kind of Norway, Olav V. with a hand forged cormorant, sitting on a rounded 
granite stone from the Lofoten mountains. The cormorant design became known as "Kongeskarv", that we can 
translate as "King Cormorant". That first known cormorant memorabilia from Lofoten paved the road for Hans 
Gjertsen to establish the forge as one of the oldest tourist attractions in Lofoten. 
Tor-Vegard was a trainee 1987-89 and took over the forge in 1989. Hans Gjertsen was relatively active until 2004 
and passed away in 2006. Tor-Vegard as the second generation of the blacksmith in Sund changed and adapted the 
practice to his ways, and to the larger demands, and introduced new products using the same starting point 
(cormorants in different variations, pinguins).  Tor-Vegard uses the mechanical hammers in a different scale and he 
purchased an new mechanical hammer too. He also stoped forming a crown onto the top of the "King Cormorants" 
head. The third generation of blacksmith just got introduced and further development is expected in the future. 

Fishery Museum in Sund and the Forge in Sund are the closest related to the practice. In Norway, all in general, 
forging has a long traditon and history. In all fishing villages in Lofoten operated at least one forge at a time. 
Norwegian Fishing Village Musuem has a forge that disseminates forging, Lofotr Viking Museum is an important hub 
for different crafts, alongside iron age forging (the smithy unfortunately burned down in 2021, the reconsruction of 
the forge is still in progress).  Forge Association: https://norsksmedforening.wordpress.com/; Hjerleid 
Håndverksskole https://www.hjerleid.no/no/vg2-smed, blacksmith groups on social media.

The workshop itself in Sund, that is a part of the Fishery Museum in Sund. 

We can group the artefacts, connected to the practice. Preparing the material: metal cutter. Warming up and forming 
the metal: coal forge, airing system-blower to keep the fire at a high temperature, hammers, pliers, mechanic 
hammers, anvil. Polishing the finished product: brushes, polishing machine. Protective wear, as leather apron, 
leather gloves, protective shoes, glasses, hearing protection. Tor-Vegard wears his glasses, a hat, black top and 
trousers and a leather apron on top of it. The finished products.
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The practice doesnt stand alone, it is a part of the concept that the practitioner excersises in the forge. The practice 
is part of the interpersonal experience the blacksmith offers to his visitors and groups. Entertainment, jokes, stories 
and anecdotes are told by the  blacksmith are part of the demonstation of making the objects, and building a 
connection. The practitioner creates objects using the same practice in the lower  seasons, without visitors attending, 
to keep up the stock.

https://nordnorge.com/aktiviteter/smeden-i-sund-smir-skarver-pa-stein/

https://eng.handverksinstituttet.no/

https://norsksmedforening.wordpress.com/

Bergland, Håvar: Kunsten å smi: teknikk of tradisjon, Gyldendal yrkesopplæring, 2000

Bergland, Håvar: Knivsmeden : knvimakerarbeid og smiing

 Pehrson, Sjur Axel: Smedarbeid - vg2 og vg3, Yrkeslitteratur, 2009.

Wefring, Christoffer-Gørrissen, Johan : Konstruksjons- og Verktøystål. Anvendelse og varmebehandling. Oslo, 1971

Norén, Karl-Gunnar-Enander, Lars: Nya järnsmidesboken. Nielsen Norén Förlag, 2008.

Silje Sandø Rullestad:Den norrøne jernaldersmeden i tekst og kontekst Masteroppgave i arkeologi IAKH Det humani
stiske fakultet Universitetet i Oslo Vår 2007

https://www.nb.no/items/8a8865bf9110dbe9f467b0267d2e3b9d?page=7&searchText=%22tor-
vegard%20m%C3%B8rkved%22

https://www.nb.no/items/61c68e36aa516c4aa9cca0c97e99d4fa?page=3&searchText=kongeskarven

https://www.nb.no/items/c0240c5d62c4528b227147d06f3d68ba?page=17&searchText=%22tor-
vegard%20m%C3%B8rkved%22

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=0&searchText=%22kong%20olav%20V%22

Viability

1
1

1
Sea level rising is a threat in a coalstal community, like Sund. The rising sea level would efeect the toursism, that per 
today scapes  80-90% of the practitioners income. Several bridges are connecting the islands, the steep mountains 
are avalanche danger. If the bridges are closed due to weather conditions and the roads close due to avalance, 
supplies would be hard to get, the visitors cannot reach the forge.

1

1

Without successor, the practice is facing a threat. 

1

1

1
If the practice is no longer economilcally profitable, it reduces the possibilities of the practitioner to carry on. Sund in 
Lofoten islands is a remote village.  Poor connections make it difficult for visitors to arrie to Lofoten.

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



1
1
1

Without the knowledge, materials and the significance, the practice is loosing its basis, that threatens the practice. 

thriving
stable 1
declining
endangered

Sustainability

The practice contributes to a small fishing village in Lofoten to be significant for visitors, arriving to Lofoten. The 
practitoner is an active member of the community, and lifts it throughout the practice. 

The practice contributes to enviromental sustainability, with it´s waste management and optimised logistics and 
material use. 

No

1

1

Media

Audio
Photo MN_CP_03(01).jpg, MN_CP_03(02).jpg

Video MN_CP_03(01).mov

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being
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Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
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Explain selected threats
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Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
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Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other
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Metadata

RV_CP_01
Ulrika Jäger, Sara Olsson
RV_PR_01
RV_AR_01, RV_AR_02, RV_AR_03, RV_AR_04, RV_AR_05

yes
no 1

General information

Entrelac
Näverstickning / Kontsrikk on the Norweigian side of the Finn forest

Swedish

Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden

Entrelac/näverstickning has associations to the Finn Forest where Inez grew up. This technique was brought over 
with the forest finns who emigrated to Sweden and current day Norway in the 17th century. The expression of the 
braided birch bark which shows the culture, also shown in the knitted garments. 

Entrelac is a knitting technique that is strongly reminicent of woven/braided birch back, which is traditionally made 
and used in the area. See RV_CP_01(01)

1

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

The practice requre knowledge how to knit, handle yarn and to read and understand pattern. It's a difficult technique 
to master and is not easily learnt online (forexample Youtube) or other easily accessable places. Inez has written a 
book with patterns, but it's easiest learnt with a mentor.

Links to artefacts

culinary practices

Description
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Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events
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Author(s) of the entry
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Inez have had a couple of workshops in Värmland and currently is mentoring crafter and knitter Ulrika Jäger. She's 
most recently held a workhop in Finnskogen, Lekvattnet, in July of 2024. Inez has been a textile crafts teacher and 
taught her pupils to knit. Entrelac has been her focus when teaching since she retired.

Inez have inhereted the knowledge from her grand, grandmother. The tradition seems reserved for the female 
sphere. 

There are people that wants to learn the practise but there are few bearers of culture and practiotioners. Entrelac is a 
cultural heritage that communicates it's roots with the culture of forest finns which immigrated to the area during the 
17th century. 

The practice seems so have come to Värmland with the forest finns from Finland during the 17th century. Many 
used for decorating everyday used objects, such as clothes). 

Nordiska museet in Stockholm has one artefact with entrelac in their possession.

The finn forest of Sweden and Norway

Mostly garments such as knitted mittens and socks 
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There’s the tradition from the same cultural area, apart from other places in Sweden associated with the forested 
regions, of braiding in birch bark. The braiding of birch also gives the pattern of woven squares which give shape 
and form to e.g. bowls, baskets, boxes. This expression of form is like that of the clothing with 
entrelac/näverstickning.

Marias vantar. En bok om näverstickning - vantar, mössor, småslöjd. Inez Assk ISBN9789186699659

Kontstrikk. Ruth Gullbekk Bolstad. ISBN9788291195353

Viability

1
1

1

1

1

1

1
1
1
1
1

1
1

1

1
1

1
1

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



1
1

1
1

1

thriving
stable
declining 1
endangered 1

Sustainability

Knitting is a popular activity to meet and partake in socially, for example to meet in knitting cafés, which is inspiering 
and is a way reduce isolation and lonliness for all ages.

Inez only uses wool, and uses wool which is produced in Norway. She buys her yarn locally in Sunne. She produced 
no waste. . 

1

Media

Audio
Photo RV_CP_01(01).jpg

Video

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)
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SDG 7: Affordable and clean energy
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SDG 13: Climate action
SDG 14: Life below water
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SDG 9: Industry, innovation and infrastructure



Metadata

RV_CP_02
Ulrika Jäger, Kajsa Stinnerbom
RV_PR_02
RV_AR_06, RV_AR_07, RV_AR_08, RV_AR_09, RV_AR_10

yes
no 1

General information

Felting
Tovning/filtning

Swedish

Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden

Östra Ämtervik is characteristic rural Swedish countryside where farmers have used the land for crops and 
husbandry. It’s a area which have been affected by the close by are of Nobel laureate in literature 1909 Selma 
Lagerlöf’s mansion Mårbacka situated in the area which have attracted cultural and international visitors, as well as 
the art museum Alma Löv. Residents of Östra Ämtervik commute for work to towns and citys nearby. The landscape 
is made up of fields, forests, farms and villas. Many keep livestock for a small scale self-sustainable lifestyle or grow 
crops or hunt wildlife for meat. Many artisans and culture practitioners live in the area. It's situated between lake 
Mellanfryken and Visten in Sunne Municipality, which has got about 13.000 inhabitants. Östra Ämtervik is an area of 
about 800 people.

Felting is a technique of joining fibers together. It can be done dry or wet, and Carina Haglund uses wet felting. In 
Swedish there are two different words usually used for felting: “tovning” which is most used, or “filtning”. “Tovning” 
can also be translated to roughly “tangling [of fibers]”, whereas “filtning” has the same etymology root as “felt” in 
English. Filtning (or felting in English) is done wet, and Haglund expresses that she rather presents what she makes 
in her studio as filtning, rather than tovning.

1

1

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

Knowledge of wool, and how to handle and process wool - from carding to felting to finished product.

Links to artefacts

culinary practices

Description
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Location

Brief summary

oral traditions and expressions
performing arts
social practices, rituals and festive 
events

Inventory ID
Author(s) of the entry
Links to practitioners

Alternative name(s). Name(s) of the practice in local language(s) (emic terms, what 
practitioners call it)

Name of the practice in English

Name

AI tools

If yes, specify what AI tools were used and how
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Were any AI tools used to complete the entry?

knowledge and practices concerning 
nature and the universe

Name

craftsmanship

Knowledge and skills

Description

GPS



It's possible to learn from courses, during textile educations, but also from doing not-on site courses, through video 
online and litterature - provided that you try it and practice.

It's a female dominated crafting technique. It's connected to the rural areas where the sheep and wool have been 
naturally more accessible. Felting is quite popular, and there's also carded wool and coloured wool in hobby stores in 
Sweden to purchase.

Haglund has taugh felting for all children in year 4 (ages 10) in the town of Kil. What the children have made will be 
shown at the Fårfest event in Kil. Felting is a quite common activity at preschools and primary schools, usually the 
"tovning".

Haglund explaines that the type of wool carpets that she produces are manufactured and used in Kyrgystan, where 
the wool mats are used in jurts. Haglund first used her woodenrod jalousie when wet felting which she has now 
replaced with bubble wrap. She thinks that bubble wrap gives a smoother texture. It's also to be said that Haglund's 
husband has made her a machine that felts larger objects such as carpets, and is powered by human labour.

FÅReningen, the sheep association (a non-profit association involved in all fields associated with sheep - crafts, 
husbandry, food) is a given organisation which gathers members who are involved with wool production and interests 
in quality. In Värmland there's also a folk high school (vocational adult education) with a course called "Ullakademin", 
the wool academy, which is a local, but of interest nationally, school in the art of felting. 

Fårfesten in Kil: farfestikil.com

Commonly clothes such as mittens, slippers, hats. Also items for the house such as seating, cushions, carpets. 
Artefacts of arts and crafts, and applied arts.
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The technique similarly uses the qualities of wool as in fulling woven fabric (in Sweden usually vadmal/wadmal) in 
mills or manually with or without chemical agents.

Tova- gammal teknik på nytt sätt. Gunilla Paetau Sjöberg

Får boken- Anders Jansson, Nina Östman

Felt passion- Ellen Bakker, RIchard Assman

Att välja färg- Berit Bergström

Viability

1

1

Technological Threats

Deterioration of space
Explain selected threats

Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
Deterioration of material

Documentation and research

Loss of biodiversity
Desertification
Invasive species
Groundwater flooding

Water pollution

Unwillingness to adapt

Explain selected threats

Outbreak of war or armed conflicts
Intolerance

Theatrification
Overcommercialisation

Haltered transmission between 
Reduced practice

Policy, Planning, and Governance

Climate & Environmental Threats

Diminishing youth interest

Rapid economic transformation
Arduous training
Poor transport connections
Explain selected threats

Weakened Practice and Transmission

Explain selected threats

Disrespect
Repressive policies
Human encroachment on boundaries
Explain selected threats

Conflict

TouristificationDecontextualisation

Insufficient financial resources
Insufficient remuneration
Increased income disparity

Misappropriation

Inadequate management plans
Educational standardisation

Explain selected threats

Aged practitioners
Diminishing participation

Industrial production
Surge of new technologies
Use of modern materials

Economic

Lack of conservation policy
Deficient policy implementation
Threatening regional planning policies



thriving
stable
declining 1
endangered

Sustainability

Haglund produces her products fully in wool. The sheep keeping and wool production of Sweden have been greatly 
diminished, which has led to a lot of wool that could have been used have been wasted or burnt. To produce in wool 
nationally and use Swedish wool is a great use of a ethical, non-hazardous, traditional and culturally important fiber 
that is accessible.

Like written above about the enviormental goals.

1

1

1
1

1
1

Media

Audio
Photo RV_CP_02(01).jpg, RV_CP_02(02).jpg

Video RV_CP_02(01).mov, RV_CP_02(02).mov

Social sustainability

Safeguarding activities

SDG 2: Zero hunger
SDG 3: Good health and well-being

Population influx
Degraded habitat

Loss of objects or systems

New pastimes
Rapid socio-cultural change
Social media
Explain selected threats

Cultural Globalisation

Demographic Issues

Explain selected threats

Mass media

Urban development
Explain selected threats

Rural-urban migration

Loss of ancestral language
Loss of cultural spaces
Loss of knowledge
Material shortage

SDG 10: Reduced inequalities
SDG 11: Sustainable cities and communities

Climate actions
Research
Community engagement

Loss of cultural significance
Loss of protective status
Explain selected threats

Other

SDG 4: Quality education
SDG 5: Gender equality

SDG 1: No poverty

Economic sustainability

Environmental sustainability

State of the practice

SDGs

Exhibitions on climate change

File name(s)
File name(s)

File name(s)

SDG 6: Clean water and sanitation
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Handweaving
Handvävning

Swedish

Latitude 59.6574488
Longitude 12.890542

Brunskog, Värmland, Sweden

Brunskog, Arvika and the west parts of Värmland is a region where art and handicrafts have a long and strong 
tradition and that’s still largely present today. At the turn of the century 1900’s, many Swedish artists came to the 
area and an artists' colony, Rackstadkolonin, was established. The new ideas and expressions these artists brought 
with them along with the well-established and skilled craftsmanship that already existed here have contributed to the 
well-known arts and crafts area Arvika is today. The arts and crafts are greatly appreciated here by both 
practitioners, residents and visitors and are seen as a great asset and strong brand for the area. Arvika is a town of 
about 14.000, and the municipality has about 25.000 habitants. Brunskog's parish has about 2.000 inhabitants.

Henner handweaves using a loom or a heddle. A loom can be of different sizes, ranging from smaller ones on a table 
and larger ones that fill smaller rooms. Henner's loom is a hand weaving looom, where she dones all the preperations 
and weaving herself. She uses natural fibers and traditional patterns and techniques. In this document there's a 
mixture about information about the hobbyist and the professionals perspectives.

1
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woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

Weaving on a heddle requires less skill than a loom, which in turn requiers quite a lot of knowledge to be able to 
thread and use. Far most common way to learn is in tradition from a practitioner, and at this is nowadays usually 
done in a course format. Vocational schools with textile focus and some textile universities are teaching 
handweaving. A decline in hand weaving at higher educational levels were experienced at the later half of the 1900 
century in Sweden, but noticeably some schools never removed their hand looms from the classrooms and these 
days weaving is becoming more popular.
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See above. Also a lot of transmission are done between practitioners themselves. Sweden has a quite strong culture 
of local weaving associations where women are meeting to weave. There has been a trend the last decade or so of 
these weaving spaces to be used in different ways, for example for study associations to remake them into pottery 
studios, as pottery is becoming increasingly popular in Sweden. For the younger generation it's 

Today most of the practitioners in handweaving are women, but this is not a female activity exclusively, and it hasn't 
been historically either. Most of the practitioners today are older women. As looms take up much space and the craft 
can be quite time consuming, many weavers who weave for fun have to have a lifestyle and livingconditions where 
that is possible. Younger textile designers/artisans are learning from men and women in higher degree schools.

Vävstugor, (lit. Weaving cabins") are common meeting groups for women who weave. (Found for example here: 
https://hemslojdsguiden.se/textil/vavstugor/) Usually this functions as a study association or volounteer association 
where a space is rented (or owned) and the members pay a fee to weave on the looms. There transmissions and 
learning are done peer-to-peer. The social aspect of the arrangements are usually very important to the members

The history of weaving in the greater picture of things is one thing, but the traditional patterns used in Sweden have 
different dates, but for example the rosepath pattern that Henner weaves is a technique that have been used in 
Scandinavia since the 18th century.

Riksvävarna: https://www.riksvav.se/, Svenska Vävrådet: https://www.svenskavav.com/, Sätergläntan - institutet för 
slöjd och hantverk: https://www.saterglantan.se/

Like mentioned above, there's "vävstugor" where the craft is practiced. In Sweden there are hundreds of these 
spaces. Every three years, Europe's larges weaving fair (Vävmässan) is arranged in Sweden by Svenska Vävrådet 
(The Swedish Weaving Council)

All textiles that have been woven in the home. Also applied arts and cloth for clothes. Each of the hand weaving 
techniques are used for different types of fabric.
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There's clear realtions to other practices. Most straight-forward being the wood craft that's needed for the tools of 
weaving, and secondly the crafts that can be made from the fabric such as folk costumes for example.

Den vackra nyttan : om hemslöjd i Sverige / redaktör: Gunilla Lundahl. ISBN 9178442982

Verkstad : ett tidsdokument : Arvika Konsthantverk 100 år / Kristine Thenman, Liv Midbøe, Hilda Grahnat. ISBN 
9789152743508

Klässbol - att väva sin historia ISBN: 97891978252 52
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Sustainability

As the textile production of the world is associated with serious social issues, each textile product needed that is 
produced in an ethical way could be said to contribute to social sustainability. 

As the textile production of the world is a large culprit in i.a. monocultures and pollution to name a few, the 
handweaving practice is something essentially separate in its practice.

1

1
1
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Video RV_CP_03(01).mov
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General information

Afuega'l pitu cheesemaking
Queisu d'Afuega'l Pitu

Asturian, Spanish

Latitude 43.3873217
Longitude -6.072675445

Municipalities of Morcín, Riosa, Santo Adriano, Grau/Grado, Salas, Pravia, Tinéu, Belmonte de Miranda, Cudillero, 
Candamo, Las Regueras, Muros de Nalón, and Sotu'l Barcu. Asturias, Spain.

Asturias is a region located in the north of the Iberian Peninsula, on the Atlantic coast. It consists of an area of 
10,556 km² and forms an autonomous community within the Spanish state. Geographically, it is situated at the 
western end of the Atlantic Biogeographic Region, with an oceanic and temperate climate characterized by mild 
temperatures, abundant rainfall, and high cloud cover. Its terrain is predominantly mountainous, with average slopes 
of 33%, featuring three distinct landscapes: the coastal plain, the interior valleys, and the high mountains. Asturian 
flora falls within the European Atlantic flora, with deciduous broadleaf forests being particularly notable. The capital 
of the region is Oviedo/Uviéu, and the population currently stands at 1,009,599, with 80% concentrated in the central 
metropolitan area.

Historically, agriculture, livestock, and fishing have been the fundamental livelihoods of its inhabitants. In the late 
19th century, industrialization developed in the central part of the province, with coal mining in the central basins and 
the rise of the iron and steel industry. In the rest of the community, traditional peasant agriculture persisted until the 
1960s. Family farms (“caserías”) were the basis of rural settlement and agricultural production, grouping together 
into villages. The "casería" was the home of peasant families and included the dwelling and the buildings intended 
for production, as well as the cultivated lands, livestock, and rights over communal property. Traditional agriculture 
was geared towards the self-sufficiency of peasant families and was based on cereal production, which constituted 
the main sustenance, with part of the surplus being sold in local markets. In the early 20th century, with the arrival of 
industrialization to rural areas, cattle farming for milk and meat production was boosted, which drove the 
development of an important dairy industry in the region, spurred both by agricultural policies and by the region’s 
potential for this specialization. From the 1960s onward, the traditional self-sufficient rural model began to disappear, 
and the caserías started to transform into family businesses oriented towards market production.

Although home-based cheese production is widespread throughout Asturias, field research delimited the typology of 
Afuega’l Pitu to the central and center-western regions of Asturias, especially in the area located between the two 
largest rivers of Asturias — the Nalón and the Narcea — and between the Aramo mountain range and the sea. The 
Protected Designation of Origin (PDO) covers part of the territories where the production of these cheeses has 
historically been documented. It includes the municipalities of Morcín, Riosa, Santo Adriano, Grau/Grado, Salas, 
Pravia, Tinéu, Belmonte de Miranda, Cudillero, Candamo, Las Regueras, Muros de Nalón, and Sotu’l Barcu.

These municipalities are located in the central-western area of the Asturian territory, covering an area of 170,172 
hectares, of which 60,014 hectares are allocated to pastures. In all these municipalities, agriculture – especially 
cattle farming aimed at dairy and meat production – remains a very important economic sector. In fact, historically, 
transhumance livestock farming has played a significant role in this area. Peasants used to move their herds from 
the valleys to the high-altitude pastures and mountain passes, and there were even social groups predominantly 
dedicated to transhumance livestock farming (the 'vaqueiros de alzada').

Afuega’l Pitu cheese is an artisanal product crafted with traditional methods in several regions of Asturias. It is made 
exclusively from cow’s milk—sourced from local farms and derived from either Frisona or Asturian valley breeds. 
This rich, fatty cheese is produced primarily through acid coagulation and can be enjoyed either fresh or aged. The 
name Afuega’l Pitu (which translates to “choke the throat” in the Asturian dialect) has an uncertain origin, and several 
interpretations have been proposed for this unusual name. One theory suggests that it may refer to the occasional 
difficulty in swallowing the cheese due to its uniquely compact and firm texture. Afuega’l Pitu is produced on a small 
scale and crafted artisanally under the Protected Designation of Origin (PDO). Currently, its annual production is 
approximately 125,000 kg.

Afuega’l Pitu cheese with PDO is produced in four traditional varieties, which are differentiated by the type of mould 
used—either a truncated cone-shaped mould ("atroncau") or a gauze tied at its ends, giving it a courgette-like shape 
("trapu")—as well as by the absence ("blancu") or presence ("roxu") of paprika. This results in the following varieties: 
atroncau blancu, atroncau roxu, trapu blancu, and trapu roxu. Additionally, there are technological differences, such 
as the kneading of the curd—a process typical of the trapu variety and of cheeses containing paprika (i.e., trapu 
blancu, trapu roxu, and atroncau roxu). The cheeses typically weigh between 200 and 600 grams and are enjoyed 
both fresh and ripened. Afuega’l Pitu cheese is highly esteemed for its sensory attributes. According to product 
specifications, it has a slightly sour taste, minimal saltiness, and a creamy yet relatively dry texture; the addition of 
paprika gives it a stronger, spicier flavour. Its aroma is mild, becoming more pronounced as it ripens (Piñeiro Lago, 
2021, p. XI).

1
fibre and textile crafts
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify) cheesemaking

Cheese making is a relatively simple process, but it requires certain skills. First, it is essential to have a thorough 
knowledge of the raw material—local milk—since its quality is crucial to the final product. In addition, manual 
dexterity and strict adherence to the established times and temperatures for coagulation, ladling into molds, and 
curing are necessary. However, for the craftswomen who produce it, the most important aspect is to demonstrate a 
special sensitivity and a deep respect for the cultural tradition that this cheese represents, which entails making it 
correctly and following traditional methods. Although some innovations have been introduced, only those necessary 
to improve working conditions have been implemented, without altering the properties and characteristics of the final 
product.
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Artisanal tradition has been passed down from generation to generation through the women of rural families, as they 
are predominantly the ones who have preserved this knowledge by historically being responsible for producing 
cheese and butter. Today, this knowledge is still transmitted within the family since there is no formal training or 
official course for those who wish to learn or set up a small factory, although some school workshops are offered for 
educational and outreach purposes. Moreover, there is literature available on the subject, and the regulations of the 
Protected Designation of Origin establish how the product’s manufacturing process should be carried out. 
Additionally, some accredited courses in food handling, among others, are offered, but most of the craftswomen 
learned the trade at home from their elders.

In the past, on family farms (caserías), cheese was produced both for domestic consumption and, primarily, for sale 
at the weekly markets held in the municipal capitals. The sale of cheese and homemade butter generated significant 
economic benefits that were reinvested in acquiring goods that the farms could not produce themselves, such as 
tools, services, or consumer products (coffee, sugar, rice, oil, etc.). The know-how for cheese making was widely 
disseminated among peasants, and it was generally a task carried out by women, who were responsible for both 
production on the farm and its transportation and sale at the markets. Since it was a family-made product, the 
transmission of this knowledge was passed down from mothers to daughters, and even today we can observe this 
tradition in numerous family-run cheesemakers, originally founded by mothers and currently maintained by 
daughters.

Nowadays, though to a lesser extent and in an almost symbolic manner, some people still produce this cheese at 
home for their own consumption, much like it was traditionally made. Currently, almost all of the production is carried 
out by the seven cheeseries covered by the Protected Designation of Origin, most of which are family-run enterprises 
where women play a predominant role.

Afuega’l Pitu cheese represents a tradition deeply connected to the region, local consumers, and the families who 
produce it, while also being a highly sought-after product. This artisanal cheese, whose consumption is firmly rooted 
in Asturias, is an essential part of the Asturian gastronomic identity.

Afuega’l Pitu is likely one of the oldest Asturian cheeses. Some of its varieties are made through the natural acidic 
coagulation of milk, combined with heat treatments, without the need for rennet. Although no earlier records exist, 
this cheese has been documented since at least the 18th century, when it was even used as currency to pay taxes. 
By the late 19th century, various writers had referenced it. Félix Aramburu y Zuloaga described it as the "primitive 
queso de puñu or afuega’l pitu, common in almost all the municipalities of Asturias." Around the same time (1900), 
the book Asturias by Octavio Bellmunt and Fermín Canella also mentioned it, highlighting its widespread presence 
throughout the region and referring to it as "the ones commonly found everywhere, called afuega’l pitu or by other 
names." These were the cheeses typically made on farms, distinct from those available in markets, which came from 
elsewhere.

Traditionally, it was made using raw milk. By the 1960s, farms had specialized in dairy production, but with the rise of 
mass-produced packaged milk from large dairy industries and the low prices paid to producers, some farmers began 
using their raw material to create a processed product—cheese.

Before 1980, farms were free to sell their products in local markets. However, from that year onward, public 
authorities began requiring sanitary registration for both facilities and production due to health concerns in Asturian 
livestock farms. This measure led to conflicts with the Administration, which even went so far as to ban cheese 
commercialization until certain hygiene standards were met, including the mandatory pasteurization of milk.

Cheese production then became professionalized, marking the start of mandatory compliance with sanitary 
regulations. This resulted in a decline in the number of producers, who transitioned into small family-run businesses. 
At the same time, facilities were modernized with the introduction of pasteurization machines, refrigeration tanks, 
curdling vats, maturation chambers, and new materials such as stainless steel. Additionally, hygiene protocols and 
agri-food industry processes, including traceability, were implemented. In this way, Afuega’l Pitu evolved from a 
homemade product into an example of modern craftsmanship.

Afuega’l Pitu cheese holds the Protected Designation of Origin (PDO). In 2003, the Asturian government promoted 
and managed this designation to ensure the product’s survival, since—even though it was historically produced 
across a vast region of Asturias—its production had been in decline. Moreover, this measure was part of a strategy 
to revitalize the rural areas where the cheese was produced. To that end, the Regulatory Council for the Protected 
Designation of Origin “Afuega’l Pitu” was established, an organization in which all registered producers participate 
and which ensures compliance with the PDO regulations.

The Asturian government demonstrates a strong commitment to local products by actively incorporating them into its 
tourism and gastronomic campaigns. Culinary competitions and events related to this cheese are frequently 
organized. Additionally, many of its producers are members of the Association of Artisan Cheesemakers of Asturias.

Although there is no museum in Asturias dedicated exclusively to this product, the Museu Etnográficu de la 
Llechería in Morcín, which focuses on dairy production, stands out as an important center for its dissemination.

In the production of Afuega’l Pitu cheese, we find three important elements to understand its historical and social 
context.

 A.Traditional agrarian landscapes. The milk comes from open-pasture livestock farming. Although nowadays most 
cattle are intended for meat production, the Asturian landscape is dominated by meadows where cows graze for both 
meat and milk production. The local, high-quality grass influences the organoleptic characteristics of this cheese. Its 
production also contributes to the preservation of these landscapes.

 B.Elevated granaries. One of the elements of traditional Asturian architecture, the elevated wooden granaries, 
known as 'hórreos' and 'paneras,' are connected to the production of this cheese. Traditionally, before 
professionalization and the advent of maturation chambers, the cheeses were aged inside these elevated granaries. 
In fact, one of their interior pieces, the 'cheese beam,' owes its name to its use for storing cheeses there. The 
cheese factory Ca Sanchu in Grau produces a long-aged variety of Afuega’l Pitu inside a 'hórreo.'

 C.Traditional outdoor local markets. Since the Middle Ages, outdoor markets have been held in all the municipal 
capitals of Asturias, where local farm products were sold. They are an intangible cultural heritage, a meeting point for 
the local population, and essential for proximity commerce. Today, they still exist but are somewhat in decline due to 
the rise of large commercial supermarkets.

In the production of Afuega’l Pitu cheese, there are two fundamental elements which, although they retain their 
traditional use, are now made with modern materials.

The first is the conical mold used to drain the cheese, traditionally called "barreña" in Asturias. It consists of a 
conical-shaped container perforated across its entire surface, acting as a strainer to separate the whey from the 
curd. Originally made of ceramic, nowadays they are manufactured using food-grade plastic. In domestic dairies, 
there used to be one or two of these molds, as milk production was smaller and intended for household consumption, 
but nowadays a dairy requires hundreds of barreñas to produce cheese.

The second is the "garciella," the ladle used to take the curd from the tank and layer it into the molds (barreñas). This 
method of layering the curd in the mold is essential to give the cheese its distinctive texture.
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Two fundamental cultural practices are associated with the production of Afuega’l Pitu cheese. First, the 
preservation of traditional cattle farming in the areas covered by the protected designation of origin (PDO). 
Regulations require producers to use milk from Friesian cows or "Asturiana de los Valles" cows. Additionally, the 
animals must graze freely in pastures close to the facilities and be gathered for milking at sunset. Despite the 
challenges faced by small dairy farms today, the PDO encourages the use of milk from family-run farms.

Secondly, the direct sale of the product to consumers at local markets helps preserve these weekly markets. In 
Asturias, since the Middle Ages, each municipality has held a weekly market where, until recently, surplus local 
agricultural produce was sold. However, the rural crisis and the emergence of large retail chains have threatened the 
survival of these traditional markets. The direct sale of cheese at these markets not only helps preserve this cultural 
tradition but also strengthens their significant social and economic roles at the local level.
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79(10), 1693–1698. https://doi.org/10.3168/jds.S0022-0302(96)76534-7
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Sustainability

The practice enhances social sustainability and contributes positively to various areas.

Gender equality. Most of the companies dedicated to producing Afuega’l Pitu cheese are managed by women and 
provide employment opportunities to other women (La Borbolla, Temia, Ca Sanchu, La Arquera, among others). 
These companies not only offer jobs but also play an essential role in empowering women in rural areas, 
strengthening their presence and fostering their development in these regions.

Another key aspect is the retention of population and resources in rural areas. By being economically viable, these 
companies establish themselves as an essential resource for the local economy. Their work ensures the 
permanence of resources and population in rural areas, promoting a sustainable balance for the environment and 
communities. These activities not only support community development but also encourage the preservation of 
cultural and economic traditions unique to the region.

It contributes decisively in several aspects:

Use of local raw materials. Locally sourced milk is utilized, supporting the regional economy and ensuring a fresh 
and high-quality product.

Renewable energy. Although renewable energy sources are not currently used, there is a willingness to adopt them 
in the near future. Some dairies have already taken steps by installing solar panels, demonstrating a commitment to 
sustainability.

Waste management. The practice generates very little waste, mainly limited to whey, which is a biodegradable 
material.

Efforts are underway to explore ways to use this by-product in both animal and human nutrition. Furthermore, whey 
is utilized as a natural fertilizer, promoting a circular economy.

Proximity markets. The product is primarily marketed locally, minimizing the carbon footprint by reducing the need for 
long-distance transportation.

Quality and sustainability assurance. It holds designation of origin seals and undergoes strict controls, ensuring both 
the quality of the product and its contribution to sustainability.

The practice contributes significantly to economic sustainability in several aspects:  

Job creation in isolated rural areas. The production of a high-quality food product generates job opportunities in rural 
communities, strengthening the local economy and stabilizing population in these regions.  

Redistribution of benefits in rural areas. The income generated is distributed among local traders and providers of 
goods and services, also benefiting farmers in the region. This promotes a more equitable and robust economy 
within the rural environment.  

Accessibility and local markets. A large portion of the product from some dairies is sold directly to the public at 
outdoor markets. With reduced prices, the product is made accessible to everyone. Additionally, the philosophy of 
these dairies focuses on offering an affordable artisanal product, fostering proximity trade and strengthening local 
economies.
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Chat GPT was used to summarise and translate the text, and draft some answers which required technical or 
generalized (i.e. not the interviewer's specific) special knowledge.

General information

Wet felting
Mokro polstenje

Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

Škofja Loka, one of Slovenia’s oldest and best-preserved medieval towns, is rich in historical, natural, social, cultural, 
and economic significance. Founded in the 10th century, Škofja Loka was a key administrative center under the rule 
of the Bishops of Freising, who governed the area for over 800 years. The town’s medieval layout remains largely 
intact, with landmarks like Škofja Loka Castle, historic townhouses, and remnants of defensive walls. Historically, 
Škofja Loka thrived on trade, crafts, and agriculture, with traditional industries such as ironworking, textile production, 
and woodworking playing an essential role. Today, the local economy is diverse, with tourism, small-scale 
manufacturing, and services being dominant sectors.

Wet felting is a traditional fiber art technique that transforms wool or other natural fibers into a dense, durable fabric 
by using moisture, heat, and agitation. The process involves layering raw wool, sprinkling it with warm, soapy water, 
and then repeatedly rolling, rubbing, or pressing the fibers together. As the wool’s tiny scales catch and bond, it 
forms a tightly interlocked material known as felt. This versatile craft is used to create everything from clothing and 
accessories to decorative items and art pieces, and it offers a tactile, hands-on way to explore the unique properties 
of wool.

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

Wet felting requires a combination of technical skills, artistic creativity, and knowledge of materials to successfully 
transform raw wool fibers into durable felted fabric. More complex pieces, such as garments, require some 
engineering skills such as tailoring, knowledge of materials and shrinkage, and knowledge of shaping felt. While wet 
felting is accessible to beginners, refining these skills allows artisans to create intricate and high-quality felted 
pieces.
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Brief summary
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knowledge and practices concerning 
nature and the universe

Name
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In Škofja Loka and Slovenia in general, the knowledge of wet felting is passed on in group and individual workshops 
led by experienced craftsmen. 

Today, wet felting is primarily practiced by women who have learned the technique through various courses both 
locally and internationally. In the past, hatters relied on wet felting skills to create their products. However, modern 
hatmakers now purchase pre-made felt bases (such as cones), making traditional wet felting techniques largely 
obsolete in their craft.

Felting supports local artisan businesses and sustainable fashion. Many Slovenian craftspeople sell handmade felted 
products—such as clothing, accessories, and home décor—at local markets, online, and through eco-conscious 
brands. For individuals, wet felting serves as a creative outlet that allows self-expression through color, texture, and 
form. Many practitioners, especially women, participate in felting groups, workshops, and local craft associations, 
where they share knowledge, collaborate, and support one another. 

Archaeological findings and historical records of wool processing in medieval Slovenia suggest that felting was part 
of the broader wool industry that thrived in the region during the Middle Ages. Historically, wet felting was a practical 
skill used primarily by hatmakers and makers of gloves and felt boots/stockings. Today the practice has shifted 
towards artisans, hobbyists, and artists, mostly women who have learned the craft through workshops, artistic 
circles, and modern courses. Wool is still used, but felters have access to imported fine wool (e.g., merino), silk 
fibers, and synthetic blends that allow for greater variety in texture and design. Wet felting in Slovenia has evolved 
from a functional necessity in rural and professional textile work to a creative, artisanal, and sustainable craft. 

No specific organisation is linked to this practice.

The most closely linked to this activity is Škofja Loka, where in the past there was a hat factory where hats were 
made from start to finish. 

Wet felting is still done using minimal tools, such as wooden boards, different rollers, and manual handwork, with 
soap to help fibers bond. Today modern felters use bubble wrap, specialized felting needles, and synthetic felting 
mats, felting machines and various modern tools that are not specifically designed for this use but are adapted by the 
craftsman to his own needs (e.g. electric sanding machines) to speed up and refine the process.
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Origins and change

Transmission
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Artefacts

Organisations
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-

https://www.loski-muzej.si/tovarna-klobukov-sesir/

http://www.amuse.si/opis.html

https://www.loski-muzej.si/f/docs/e-publikacije/katalog-KLOBUK---oneline-katalog.pdf

Viability

1

1

Biodiversity loss could affect breeding practices, especially of the breeds less economically profitable for the wool (on 
the account of meat). Material deterioration poses a significant threat to wet felting because it directly affects the 
quality, durability, and longevity of both raw materials (wool and fibers) and finished felted products. Modern wool 
processing processes can affect the material's abilities, and access to local wool is difficult in Slovenia.

1

1
Machine-made felt and synthetic alternatives, such as polyester felt, have largely replaced traditional hand-felted wool 
products, diminishing the demand for handmade felting. The rise of fast fashion and mass production has further 
shifted consumer interest away from artisanal felted goods, which require more time and craftsmanship. Additionally, 
modern textiles like acrylic and polyester blends offer a cheaper, more uniform, and durable alternative, making them 
more commercially appealing than labor-intensive wet felting.

1

A decline in youth engagement poses a significant threat to the future of wet felting, as fewer young people are 
learning and continuing the craft. The economic viability of handmade felting is uncertain, making it less attractive as 
a professional pursuit. There is also risk of reducing interest in traditional, time-consuming crafts like wet felting.

1

1

Products made with the wet felting technique are of a higher price class due to the labour intensive production. There 
is a limited market for such products in Slovenia, and artisans have to look for financial resources in several activities 
(e.g. workshops and trainings, selling products in different shops).

1

Technological Threats
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Relation to other cultural practices

Threats

Coastal erosion
Sea level rise
Increased rainfall
Deforestation
Mining
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Explain selected threats

Weakened Practice and Transmission
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Misappropriation
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Explain selected threats
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Surge of new technologies
Use of modern materials

Economic
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Wet felting is rarely included in school curricula or mainstream creative programs, limiting opportunities for young 
people to discover and appreciate the craft.

1

The rise of new pastimes and digital entertainment has significantly impacted the way people engage with traditional 
crafts like wet felting. New pastimes have reduced direct engagement with traditional crafts but have also created 
new digital pathways for learning. 

1
1
1

Traditional wet felting skills once essential for hat-making have been largely replaced by industrial production, leading 
to a decline in expertise and knowledge transmission. Local Slovenian wool is becoming harder to obtain due to 
changes in sheep farming, reduced wool processing facilities, and market competition from imported fibers. Wet 
felting products, once essential for everyday life (e.g., hats, footwear, textiles), are now seen as decorative or 
artisanal rather than necessities, reducing their cultural relevance and demand.

thriving
stable 1
declining
endangered

Sustainability

Wet felting supports various aspects of social sustainability by promoting gender equality, inclusivity, education, 
community development, and well-being. Wet felting is traditionally practiced by women, offering economic 
independence through small businesses, craft cooperatives, and fair-trade initiatives.
Wet felting requires minimal equipment and can be adapted for children, seniors, and people with disabilities, making 
it an inclusive craft.
Teaching wet felting helps safeguard cultural heritage and traditional craftsmanship.
Schools, community centers, and art programs incorporate felting into hands-on learning, enhancing artistic 
expression, fine motor skills, and patience.Felting workshops, group projects, and cooperative ventures bring people 
together, fostering collaboration, social cohesion, and peacebuilding. The repetitive motions of felting are meditative 
and stress-relieving, making it useful in art therapy and mental health programs. Engaging in handcrafted work 
promotes mindfulness and well-being, counteracting the fast-paced digital world.

Wet felting aligns with environmental sustainability through its use of natural materials, low-impact production 
methods, and waste reduction strategies. 
Sourced from sheep, wool is biodegradable, renewable, and requires less processing than synthetic fibers. Using 
Slovenian or regionally sourced wool reduces the carbon footprint associated with imported textiles. Unlike synthetic 
fibers (e.g., polyester), wool does not release microplastics into the environment. Wet felting uses natural soap and 
water, avoiding toxic dyes or chemicals found in industrial textile production. Wool scraps and leftover fibers can be 
repurposed into smaller projects, insulation, or composted, minimizing textile waste. Wet felting is done manually, 
requiring no electricity-intensive machinery, reducing energy consumption compared to factory-based textile 
production. Felted wool products naturally decompose over time, unlike synthetic fabrics that contribute to landfill 
waste. Many felted products are sold at local artisan markets, reducing the environmental impact of long-distance 
transportation. Unlike industrial textile factories, wet felting is often done in small workshops or homes, reducing 
large-scale manufacturing emissions.

Wet felting supports economic sustainability by providing market access, income diversification, fair trade 
opportunities, and alternative economic systems. Wet felting allows individuals, especially in rural areas, to create 
and sell unique, handmade products such as accessories, clothing, and home décor. Many artisans practice felting 
as a secondary source of income, supplementing traditional farming, textile work, or other crafts. Unlike mass-
produced textiles, felted products are often sold through fair trade networks, ensuring fair compensation for artisans. 
Wet felting provides employment opportunities for women, older adults, and rural communities, promoting economic 
inclusion. Handcrafted felted goods are often produced and sold within local markets, craft fairs, and sustainable 
shops, reducing reliance on globalized mass production.
Felted products promote the slow fashion movement, discouraging disposable, fast-fashion consumption and 
supporting ethical production. Learning wet felting allows individuals to create their own textiles, reducing 
dependence on industrial products.
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Workshop

Yes, she simultaneously works at her foundation that is located in Nănești, where her small folk costume 
museum hase been set up and also works in the second municipality of Maramureș, in Sighetu Marmației at the 
children's club in close cooperation with the local authorities.

songs, albums

to create a compilation of her work, to make it available for the larger public

records house, online, etc

the large public

Production

Products and 
services

What techniques does the practitioner use?

What tools does the practitioner use?

What are the practitioner’s relations with the tools they use? What meaning do the tools 
they use have to them? 

What sources of energy does the practitioner use?

What waste is generated during production? How is it managed?

Who are the practitioner’s customers (both products and services)?

If items are produced for sale, where are they being sold?

What kind of services (if any) does the practitioner offer?

Does the practitioner provide repair/utilisation services?

For what purposes does the practitioner produce them?

Does the practitioner have a separate workshop/work space/etc.? Describe where it is 
located and what it is it like.

What kind of items does the practitioner produce?

Where does the practitioner get materials from?

How does the practitioner manage leftovers?



Not directly. Her songs can be part of a tourism experience when visiting Maramures

Maramures is about hospitality, people in this area are still  good at their hearth and welcome you in their family, 
athis makes Maramures suc a distinct destinationa amoung other destinations in the world.

Partnerships Yes, she is coordinating also a local Children's Club where herself and other local artisans teach children, adults 
local cultural practices, and make sure the conservation and transmission of the these practices is ensured. 

Ileana Matus considers that singing carols, a specific type of artistic act that must reflect the authenticity and 
specificity of each ethnographic area is threatened by kitsch, by artists that are emerging and that prefer to alter 
authenticity in order to become commercial. It should be compulsory for children to learn caroling, as to make 
sure that this practice is not lost. It is like our ancestral memory is being erased and we blame the younger 
generation that they don’t keep traditions, but in fact it is our fault that we do not make efforts to ensure they learn 
and preserve these traditions. 

Singing for me is not a means to ensure a decent living, for me is a form of living itself. I was born singing and I 
shall die and pass on to the other word listening to my songs. My talent is a gift from Our Good Lord and my 
meaning is to share it to all those that are willing to listen to it .
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Do the practitioner’s products/services have any certification/labels (e.g., place of origin, 
bio, organic, handmade, heritage product, etc.)? If yes, what?

File name(s)

File name(s)

Is the practitioner engaged in activities related to tourism? What kind of activities? 
When do they take place? Who are the tourists (e.g., domestic, foreign)?

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the engagement with tourism (the quote should 
be potentially emotionally charged).

Tourism

Is the practitioner a member of any group/organisation? Are there any co-creation 
spaces/projects they are taking part in? Are they partnering with other practitioners? Are 
they collaborating with academia (researchers/research institutions, etc.)? Are they 
collaborating with public institutions (local government, museums, archives, schools, 
culture centres, etc.)?

What are the challenges the practitioner encounters (can be related to the practice and 
its different aspects, life in a rural area in general, etc.)

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the challenges they face (the quote should be 
potentially emotionally charged)

Challenges

References Add references to sources related to the practitioner (academic literature, secondary 
sources, media publications, museum and archival data, etc.). Add as many rows as 
necessary. One reference per row.

File name(s)
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General information

Stan, Anuța 

Age 1961
male
female 1
other

Romanian
Latitude 47.96676994194350
Longitude 23.69999999646070

Săpânța, Maramures, Romania
native 1
incomer
If incomer, when did they move and 
why?

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

1

She is a native of Săpânță, her grandmother introduced her into the practice of weaving at the age of 5, later on 
when she was 15 she was hired as to work at home within a workers cooperative. She has been weaving within 
this arrangement for 15 years, and after retiring she continued to supported her family of 3 children alongside her 
husband. They made a living out this job, creating traditional bags: traistă (in Romanian), carpets (cergi in 
Romanian), etc. 

Additional information

Dexterity, manual skills and practice

Her mother and especially her grandmother taught her the entire process from shearing, scouring, shedding to 
carding . 

It is a family practice that she passed on to her daugther Mariana, but she is engaged in public events, promoting 
her skill to the wide public, making sure that the manual production of wool will not be forgotten

She uses first hand wool from the local sheep breeders and occasionaly from outside the region. She uses 
vegetal colors from plants like walnut leaves, red onions, privet for black color. The long fibers of wool are left 
white while the shorter yellowish wool will be colored. 

Material

Type of 
involvement

What materials does the practitioner use?

AI tools

If yes, specify what AI tools were used and how

Name

Were any AI tools used to complete the entry?

artist

Name

Occupation

Language(s)

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to artefacts

Year or decade of birth

Gender

Instagram
X (twitter)

other (specify)

other (specify)
full-time paid job

hobby

part-time paid job
unpaid job/volunteering

Bio

Email
Phone
Website
Facebook

GPS

Relation to the area

Location

What knowledge and skills are essential for the practitioner to engage with the cultural 
practice?

How did the practitioner acquire those knowledge and skills?

Does the practitioner teach anyone the skills they possess? Who? How?

Knowledge and 
skills

musician
dancer

Contact info

craftsperson



Locally from breeders most of the time. 

No leftovers

She manages the entire process manually

She has the loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley (sucală), 
warp (urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior)

All her tools that she currently uses have been inherited from her grandmother so they have a personal 
significance, more than 100 years old.

She says that there is no waste in the process

Workshop Yes, next to her home she has an annex equipped. 

She produces traditional bags ( traistă), blankets (cergi) and carpets

She sells these items making a living out of it 

She participates to dedicated events like local, regional or national craftsmen fairs, tourism related fairs and she is 
also available to provide commisioned item

No

Tourists mainly both national and international that look for souvenirs.

Production

Products and 
services

What techniques does the practitioner use?

What tools does the practitioner use?

What are the practitioner’s relations with the tools they use? What meaning do the tools 
they use have to them? 

What sources of energy does the practitioner use?

What waste is generated during production? How is it managed?

Who are the practitioner’s customers (both products and services)?

If items are produced for sale, where are they being sold?

What kind of services (if any) does the practitioner offer?

Does the practitioner provide repair/utilisation services?

For what purposes does the practitioner produce them?

Does the practitioner have a separate workshop/work space/etc.? Describe where it is 
located and what it is it like.

What kind of items does the practitioner produce?

Where does the practitioner get materials from?

How does the practitioner manage leftovers?



No

Yes, she is often invited to dedicated tourism fairs where is given a live demonstration of her craft

My hands are my visit card for all those enthusiasts of Maramures

Partnerships She is steady collaborator of the County Council of Maramures especially within national and international events 
dedicated to the promotion of tourism and of the regional brand 

Access to a wider market, lacking of marketing skills

I created my entire life, i built up my house and raised my children with the use of my skill, so i am lucky to be 
able to provide for myself by use my talent and skill that my grand mother passed on to me.
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Is the practitioner engaged in activities related to tourism? What kind of activities? 
When do they take place? Who are the tourists (e.g., domestic, foreign)?

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the engagement with tourism (the quote should 
be potentially emotionally charged).

Tourism

Is the practitioner a member of any group/organisation? Are there any co-creation 
spaces/projects they are taking part in? Are they partnering with other practitioners? Are 
they collaborating with academia (researchers/research institutions, etc.)? Are they 
collaborating with public institutions (local government, museums, archives, schools, 
culture centres, etc.)?

What are the challenges the practitioner encounters (can be related to the practice and 
its different aspects, life in a rural area in general, etc.)

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the challenges they face (the quote should be 
potentially emotionally charged)

Challenges

References Add references to sources related to the practitioner (academic literature, secondary 
sources, media publications, museum and archival data, etc.). Add as many rows as 
necessary. One reference per row.

File name(s)
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ChatGPT. The interview was manually structured and transcribed into text in Spanish (informal language). Due to 
the immense amount of time required to process all the materials and to alleviate the workload, the AI was asked 
to take this information (one question at a time) and adapt the answers into more academic language in English. 
All answers have been checked to ensure they convey the intended information. The original transcription draft in 
Spanish is also attached for reference.

General information

García Rodríguez, Víctor

Age 1992
male 1
female
other

Spanish
Latitude 42.959326
Longitude -6.644387

La Guarida del Cunqueiru, Trabáu/Tablado, Degaña, Asturias, Spain
native 1
incomer
If incomer, when did they move and 
why?

fibre and textile crafts
woodwork 1
metalwork
ceramics
leatherwork
glasswork
other (specify)

Temporarily closed for personal reasons, reopening soon – combining artisan work with other activities (touristic 
visits to the mountains, etc.)

Since the age of 18, he has pursued a career as an entrepreneur in the field of traditional crafts. He learned the 
trade of cunqueiro at 12-13 years old, a profession that had disappeared since the 1970s-80s, which he inherited 
from his uncle Victorino. Initially, it started as a hobby, but at 18, he decided to professionalize his craft, combining 
it with tourism. He chose to stay in his homeland, contributing to the preservation and promotion of this traditional 
trade.

laguaridadelcunqueiru@gmail.com
34 660 69 00 00
http://laguaridadelcunqueiru.com
https://www.facebook.com/laguaridacunqueira
https://www.instagram.com/laguaridadelcunqueiru

Additional information

The practitioner must have a deep understanding of both natural cycles and traditional woodworking techniques. 
The process begins with observing the moon phase, as wood is always cut during the waning quarter. This 
practice, rooted in both tradition and science, ensures that sap levels are lower, making the wood denser, more 
resistant to pests, and more durable over time. Deciduous trees are primarily used, and they are cut in winter 
when they enter their vegetative dormancy. Once felled, the trees are left in the forest for two to three months to 
"bleed out" the sap before being trimmed and processed. Thick branches are either used for firewood or woven 
into structures for land restoration.

When preparing the wood for turning, the tree is cut into sections, but never into horizontal slices, as the vertical 
fibers of the wood would cause it to crack outward from the center. Instead, the practitioner cuts the log into two 
semi-circular halves, flattens one side with an axe, and marks the maximum diameter of the intended piece. The 
next step is “escornar”, where the rough outer layers are removed to create a more defined shape before securing 
the piece to the lathe. The shaping process is then refined using gouges, and the interior is hollowed out before 
sanding. The wood must then dry for two to three months in sawdust or in a controlled environment where it is 
shielded from direct air and sunlight to prevent cracking. The basic turning and shaping process may take 
between 30 minutes to an hour, but the drying and final refinement extend the timeline significantly.

The time required for each piece varies greatly. A standard 15 cm bowl may take around 45 minutes to an hour, 
while more complex pieces such as tachadeiras (chopping boards) require two to three hours, and cimbreiras 
(lidded containers) can take anywhere from eight to fifteen hours, as their lids must fit with airtight precision. 
However, beyond the manual crafting time, the entire process includes tree selection, felling, drying, and finishing, 
making the actual production timeline much longer.

For example, making a tambourine (pandereta) requires extensive preparation. Shaping the wooden rim might 
take an hour, but the raw wooden strip must first be cut in five minutes, then soaked in water for a week to regain 
flexibility. Bending it into shape takes another 30 minutes, after which it must dry for four days before being glued 
and left to set for another two to three weeks. After that, the frame is drilled, fitted with metal jingles, and 
finalized—totaling around 3 or 4 hours of labor over a 15-day period. By comparison, wooden bowls are much 
faster to produce, though they still require careful drying and finishing.

The practitioner acquired their knowledge and skills through a combination of family heritage, hands-on 
experience, and cultural immersion. They began learning the craft at 12 or 13 years old from their uncle Victorino, 
who had revived the trade after it had nearly disappeared. This craft was once the economic backbone of entire 
families in the valley, where nearly 400 people lived, but over time, due to industrialization, emigration, and 
changes in market demand, it faded. Traditionally, adult men would leave in organized groups each winter, 
traveling across Spain selling wooden bowls and utensils, while women, children, and the elderly maintained the 
household and livestock. These transhumant craftsmen followed established routes, reaching places like Madrid, 
Galicia, Catalonia, and Andalusia, producing and selling their goods until early spring. This way of life lasted until 
the 1950s, when mining jobs and the rise of porcelain and ceramics made wooden bowls less necessary.

By the 1980s, the last traditional cunqueiros had disappeared, with only a few artisans continuing the trade at 
home. Victorino, a former miner, relearned the craft entirely on his own, setting up a lathe and making wooden 
bowls as a hobby before realizing that tourism could offer a way to sustain the profession. He established a craft 
workshop and began offering guided visits. This is where the practitioner became immersed in the trade, first as a 
child drawn to the craft, then as a hobbyist, and eventually as a professional, producing pieces for sale before 
becoming self-employed.

In the early 2000s, Victorino founded El Rincón del Cunqueiro, with the practitioner’s mother, Rosa, also getting 
involved. She worked as a nature guide in the Muniellos Natural Reserve but soon began leading visits to the 
workshop and crafting percussion instruments like tambourines and castanets. In 2020, after Victorino’s passing, 
the workshop relocated due to inheritance disputes, leading to the creation of La Guarida del Cunqueiro, a new 
space for continuing the craft. However, after Rosa’s passing in 2024, operations slowed down, though the 
intention remains to continue the work.

Beyond making bowls, the practitioner also creates tambourines, castanets, small vessels, and occasionally 
furniture, keeping their skills constantly active through commissions or personal satisfaction. They value variety, 
seeing repetition as tedious, and strive to maintain an active and evolving practice.

Additionally, they have an interest in blacksmithing, recognizing it as a central trade that supports many others. 
Without a blacksmith, many traditional woodworking tools cannot be made or maintained, making this skill 
essential. While they have learned some metalworking, they hope to develop this ability further. However, finding 
active blacksmiths is becoming increasingly difficult, with only a few remaining in the region, mainly those 
specializing in knife-making in Taramundi.

The practitioner used to offer experiential workshops where participants could try their hand at the craft and learn 
about the trade. These activities provided an opportunity for people to engage with traditional woodworking 
techniques, but most participants approached it as a hobby rather than a profession. However, due to personal 
reasons, they ceased these activities a year ago, though they now plan to gradually restart them.

The practitioner primarily works with locally sourced hardwoods such as birch, walnut, ash, maple, and 
chestnut—woods native to the surrounding forests. 
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The practitioner sources materials locally from the forest. Within the protected natural park of Muniellos (Asturias), 
there are specific regulations to follow, but residents are entitled to a quota of both living and dead wood per 
inhabitant. A forest ranger determines what can be cut based on sustainability needs. While the regulations 
impose certain restrictions, they also prevent large companies from overexploiting the forest.

For traditional crafts, a special exemption was secured years ago, allowing artisans to access a larger quota, 
particularly of live wood. The wood must be cut during the waning moon, left in the forest for a period, and then 
retrieved. This process ensures the best quality material while maintaining ecological balance. The park 
authorities have generally been supportive, and in many cases, wood is also sourced from private landowners.

A key principle in sourcing materials is respect for the environment. It’s not just about selecting any tree, but 
understanding which trees should be cut to promote forest health. The older generation practiced long-term 
thinking, cutting weaker trees to allow stronger ones to thrive, ensuring a sustainable future. While modern 
attitudes tend to be more exploitative, prioritizing short-term gain, regulations help safeguard the traditional 
wisdom of sustainable forestry management.

The practitioner manages leftovers by keeping larger pieces of wood, which are used for heating homes with 
firewood, given that many homes in Trabau do not have electric heating, but instead, retain their old wood stoves.

The practitioner employs a range of traditional woodworking techniques, beginning with "escornar"—removing the 
outer layers of a wooden log with an axe to prepare it for further shaping. This is followed by carving with gouges 
and working on the lathe, where precision tools refine the form of the piece.

Beyond the technical process, the craft is deeply rooted in cultural heritage. Historically, cunqueiros traveled 
across the Iberian Peninsula selling their work for months at a time, carrying with them a unique language and 
professional jargon. The practitioner takes pride in preserving and continuing this legacy while also expanding the 
craft to produce items such as castanets, tambourines, and small wooden vessels.

At the core of the practice is the tactile and creative connection to the material—transforming a raw, formless 
block of wood into a refined object guided by both manual skill and cognitive development. Traditional 
woodworking, despite often being passed down without formal education, demands a deep understanding of 
materials, cutting techniques, and craftsmanship.

The practitioner uses a variety of tools to shape the wooden pieces. These include specialized metal tools, often 
custom-made by a blacksmith, as they are essential for the craft but not easily obtained in a mass production 
system. The tools used include a chainsaw to cut down the tree and chop the wood, an axe, a pencil, a compass, 
a measuring tape, a lathe, and gouges. These are the primary tools used for the entire process.

The practitioner has a deep connection with the tools they use, many of which were inherited from Victorino, while 
others were purchased from a blacksmith or gifted by one when they began working. Some were made by 
Victorino and the blacksmith, but they don't cut as precisely as tools crafted by a professional blacksmith. The 
tools are very important to the practitioner, especially the ones passed down from Victorino, not just for their 
functionality, but also for the sentimental value attached to them.

The practitioner takes great care in maintaining these tools, regularly sharpening them to ensure they cut properly 
and always storing them in a dry place to prevent rust. While some tools, like the chainsaw and sander, are used 
for finishing the pieces, the manual process is still dominant in shaping the wood. These tools are invaluable, 
especially as they become increasingly difficult to find. Despite the challenges, there has been no change in their 
use; to work effectively, they must continue using tools like gouges for the lathe and axes for shaping the wood, as 
mastering these techniques is key to the craft.

The practitioner’s work does not require electricity, except for basic lighting to see while working. Since they work 
during the day, natural light is usually sufficient. When needed, the electricity comes from a standard power 
supply. There is no heating system in the workshop.

During production, the practitioner generates various types of waste, primarily wood shavings, sawdust, and 
scraps from cutting and shaping the wood. These byproducts are managed in an environmentally responsible 
way, with most being composted. The composted material is then used as feed for cattle or as fertilizer for 
gardens and crops. A few years ago, the practitioner also took part in several tree-planting programs, where they 
composted sawdust and used it to plant trees in biodegradable trays, contributing to reforestation efforts in 
degraded or burned areas.

Workshop The practitioner’s workshop, known as La Guarida del Cunqueiro, was established in 2021, though they have 
been active since 2005 (El Rincón Cunqueiro, de Victorino). 

The practitioner produces a variety of traditional wooden items, with a strong focus on functional and practical 
pieces. These include cachus (wine cups), tachadeiras (a type of bowl), cimbreiras (larger bowls), escudienda, 
and barbeiras (used for shaving), as well as the morteiro (used for grinding garlic). These items traditionally 
formed the tixela, a specific type of household ware, which the practitioners used to be called tixileiros. However, 
due to their proximity to Galicia, they were also referred to as cunqueiros because they made cuncas (bowls). 
Over time, the term "cunquero" became more widely accepted, even though it originally carried a sense of 
simplification, focusing mainly on the production of bowls.

While the practitioner still makes these traditional items, such as cachus and tachadeiras, they also create other 
objects depending on what inspires them at the moment. The choice of wood and design is deeply connected to 
their feelings and the characteristics of the wood itself, with the practitioner often letting the material guide the 
shape and form of the piece. Additionally, they distinguish between artisanal craftsmanship and art, considering 
their work more linked to cultural heritage and practicality, even though they sometimes venture into artistic 
creations. 

The practitioner primarily produces these items for sale, as a means to make a living. While they occasionally 
create pieces for personal satisfaction, they are careful not to become too attached to any one item. They 
approach their craft pragmatically, treating each piece as if it were for themselves, but always keeping in mind the 
need to set a price and ultimately sell the items. 

The practitioner primarily sells their items at the workshop, where they also offer guided visits. They also exhibit at 
the Parador de Corias and a local bar. Although the practitioner does not have an online store, they showcase 
their products on social media, sharing the prices and availability. If an item sells, they inform potential buyers that 
it's no longer available. Most sales come from larger custom orders, which are necessary for the business but 
limit creative freedom. While commissions are important for generating income and attracting interest, they feel 
that being tied to making specific pieces can restrict their artistic expression, as they prefer to work freely based 
on what inspires them in the moment.

The practitioner offers several services, including the sale of wooden products, one-off classes for those who want 
to learn the craft, and tourist services such as guided tours of the workshop and the natural surroundings.

The practitioner does not primarily offer repair services, but they occasionally restore antique wooden pieces or 
create replicas of specific items. However, this type of work is challenging, as it requires specialized techniques 
and comes with a significant level of responsibility and commitment.

The practitioner’s customers are a broad audience, as their products range from small items like keychains and 
magnets to larger handcrafted wooden pieces. There is no specific target audience; rather, customers find the 
practitioner through visits, social media, fairs, and other events.
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The practitioner does not prioritize formal certifications but values authenticity and personal connections with their 
work. While certifications can be useful, they believe they often lead to standardization and can sometimes be 
misused by people claiming authenticity when their products are not truly handmade or artisan. For the 
practitioner, the most important certification is their own personal seal of approval. They offer a unique handmade 
stamp on each piece, which includes a QR code linking to a website that explains the history and story behind the 
item. 

Yes, the practitioner has been engaged in tourism-related activities for years, offering guided visits to the 
workshop, nature excursions, landscape interpretation, and even bear-watching experiences. These activities have 
evolved over time, with some being reinvented or replaced as needed.

The majority of tourists are domestic, but international tourism has been increasing. However, the language barrier 
is a challenge in the region, as few locals speak English. Because the practitioner can offer tours in English, many 
international visitors—mainly from Belgium, the Netherlands, and Germany—end up booking experiences with 
them. These tourists often seek immersive guided experiences, spending several days in the area with a 
dedicated guide to ensure smooth communication and a deeper understanding of the environment.

"El oficio, per se, carecería de sentido a nivel productivo, lo que pasa que tienes que de alguna manera darle 
forma a nivel turístico para que todo aquel visitante o toda aquella persona que visite esta zona pueda disfrutar de 
un oficio tradicional, de sus raices y del conocimiento que conlleva todo el oficio; no solo de la técnica en sí de 
hacer cuencos de madera que cuencos de madera se hacían y se hacen en muchos lugares del mundo, sino de 
la cultura cunqueira impresa dentro de ese marco, vamos a decir, que es el oficio tradicional en si"

Partnerships The practitioner is an active member of their local community, which they consider the most important group they 
belong to. They participate in co-creation spaces and projects whenever invited and when they feel their 
contribution can be valuable. They collaborate with anyone whose work benefits the region, including other 
practitioners and initiatives that support local heritage and traditional crafts. Additionally, they have previously 
collaborated with academia, having taught courses at the university extension for five years.

The practitioner faces multiple challenges, mainly related to the sustainability of his craft, life in a rural 
environment, and the socioeconomic context affecting traditional trades. One of the biggest problems is the 
tendency to romanticize artisanal trades without considering their economic viability. He believes it is essential for 
these trades to be profitable in order to endure over time; otherwise, they end up becoming mere museum pieces 
with no real impact on the lives of those who practice them. For this reason, he insists that it is not enough to 
recognize the cultural value of artisanal work; it is necessary to ensure that those who practice it can make a 
dignified living from it.  

Economic sustainability depends on diversifying activities, combining artisanal production with tourism, 
agriculture, and other sources of income that allow for a balance between profitability and respect for resources. 
Without this diversification, the trade becomes a difficult burden to sustain rather than a true way of life. In this 
regard, the training and workshops he offers are not just recreational activities for those seeking a fleeting 
experience, but real opportunities for people to learn how to make a living from these trades. It is not just about 
teaching a technique but showing how to make it profitable without losing the essence of artisanal work.  

Another fundamental challenge is finding a balance between preserving tradition and evolving so that the trade 
remains relevant in today’s world. He does not believe in standardizing working methods or in the idea that all 
artisans should follow the same model, as he considers that the true richness of these trades lies in the freedom 
of each person to develop them in their own way. For him, culture and knowledge must be in constant 
transformation and adaptation to new realities; otherwise, they end up disappearing.  

Depopulation and the lack of neighbors to collaborate with are constant challenges in rural areas. The absence of 
new generations interested in these trades makes it increasingly difficult to continue traditions and to find 
colleagues or partners to develop projects with. In addition, regulations and laws, instead of facilitating life in the 
countryside, often complicate it, limiting residents’ ability to carry out their activities in a sustainable and 
autonomous way.  

He also questions society’s perception of rural and artisanal work. He believes there is a contradiction in how 
many people view life in the countryside: on the one hand, they idealize these trades as something exotic and 
worth preserving, but on the other hand, they continue to see urban jobs as the only viable option. This mentality 
makes it harder for more people to truly commit to making a living from traditional trades, as they are often seen 
as mere tourist experiences rather than real means of livelihood.  

Finally, the lack of adequate public policies represents another major obstacle. Instead of supporting those 
working in rural areas, many regulations end up becoming bureaucratic barriers that restrict residents’ freedom to 
develop their own projects. For the practitioner, the key is to find real solutions that allow these trades to continue 
to exist—not just as part of cultural heritage, but as a viable and sustainable livelihood for those who choose to 
Porque al final si no puedes vivir de eso, por mucho que quieras no lo vas a poder hacer. [...] Si tu quieres que los 
oficios de alguna manera, perduren en el tiempo, tienes que enseñar a la gente como hacerlos rentables y vivir de 
ello. Es la línea entre sostenibilidad-rentabilidad. 
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Rodríguez, C. (1960). El habla de Sisterna. CSIC.
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Museo Tixileiro. (n.d.). Tixileiro: Museo de los Cunqueiros. Recuperado de https://tixileiro.com/museo/
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Although the craftswoman is Asturian, she is not from the specific place where she lives and has her workshop
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1

Born in Laviana, Asturias in 1976.  Designer and ceramist. Graduate in Fine Arts, specialising in Design, from 
the University of Barcelona and a Higher Graduate in Artistic Ceramics from the School of Arts and Crafts of 
Barcelona, Llotja, San Andreu.  In the village of El Valle, in Candamo, she created a design workshop in 
ceramics and wood, materials that give name to her brand WOODIC, in which she designs and creates unique 
and totally handmade pieces in a commitment to honest designs based on the feminine imaginary, mythology 
and the forms of nature.She is also a dynamiser of the rural environment through workshops and activities.

hola@woodic.es

https://woodic.es/
https://www.facebook.com/woodic.es
https://www.instagram.com/woodic.es/

Additional information

Design and pottery manufacture

At the University,  she is Graduate in Fine Arts, specialising in Design and Higher Graduate in Artistic Ceramics.

Yes, she is currently running workshops in hand and slow wheel pottery for adults and children. These are 
introductory classes to try out techniques and develop pieces that he teaches in hes rural studio. He also 
conducts kintsugi workshops, the Japanese art of soldering pieces of ceramic fragments with gold.

Mainly plaster for prototyping and white earthenware for the final objects. Some of her creations include wicker, 
woven by a local craftsman.

The clay is bought on the internet and does not know its origin. Many of the glazes she used were imported 
from the UK, but because of Brexit the tariffs have risen so high that she can no longer buy them.

Ceramic is 100% recyclable.  The residues of each piece produced are reused in another piece, even with the 
fragments of broken objects he has made mosaics for reuse.
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She works with plaster moulds whose prototypes he designs digitally. She makes 3D prints of the moulds and 
then manufactures the piece using the casting clay technique. Casting clay consists of pouring liquid clay into a 
plaster mould. This mould absorbs the water, leaving a layer of clay in a solid state. For the surfaces, he uses 
different treatments, such as engobes or glazes. Ceramic objects are fired in the oven. She produces some 
objects hybridising ceramics and vegetable fibres braided by another craftsman.

Use the computer to create the designs, the 3d printer to make the plaster moulds, the roller, knife, and wooden 
tools to process the clay. He also uses the potter's wheel.

He takes special care of his tools, because if, for example, the potter's wheel breaks down, there is no one 
around to fix it. His favourite tool is the knife, with which he has a ‘love-hate’ relationship. When she was a 
student she stuck it in her hand, but she likes it very much because it is a specific tool of a potter's 
craftswoman. She also loves the potter's wheel. She has three, two to teach and one to work on her own.

Electricity

Ceramic is 100% recyclable.  The residues of each piece produced are reused in another piece, even with the 
fragments of broken objects he has made mosaics for reuse. lead is no longer used for enamels because it is a 
pollutant. Sometimes gold is used, and the plastic containers are deposited with a label in specific places for 
this purpose.

Workshop The working and workshop space is the same. It is a small building with large windows and a mezzanine inside, 
built next to the artisan's home. It has an approximate internal size of approximately 35 square metres. In the 
central part of the lower floor there is a large wooden table and on the sides there are shelves with objects 
made by the artisan and her students, as well as moulds, clay and tools. 

Artistic objects for sale to the public (vases, plates, lamps), objects commissioned by individuals or companies 
(e.g. award trophies, personalised objects, branding etc.). 

Firstly as a creative experience for the craftswoman and secondly as an economic livelihood.

Basically she sells through her website. She also receives many commissions because her pieces have been 
seen at fairs and exhibitions.

She offers workshops to learn how to make ceramic objects and kintsugi workshops for small groups. She also 
offers an activity called ‘create memories’, where babies' handprints are put on ceramic plates.It also offers the 
Family day for a specific pottery workshop for the family and the Clayparty to celebrate anniversaries or 
birthdays.
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Yes, because she considers her workshops as part of a cultural tourism offer. Both domestic and foreign 
tourists participate in these workshops.

El espacio es una oferta turistica cultural en la que se valora procesos y lo que se hace en los entornos rurales 
de una forma respetuosa…asi nos apoya de manera económica pero también nos ayuda a generar redes. "

Partnerships She is a member of the group of ceramists of Asturias, of Nexodos (a contemporary creation collective that 
develops projects linked to peripheral territories, the enhancement of alternative spaces and the promotion of 
new formats for citizen participation) and collaborates with several public institutions such as the city council 
and ‘el Camin real de la Mesa’ (a local development group). Its very important for her to create a network of 
rural women and she is very interested in getting involved in research projects both in universities and 
museums.

The biggest challenge is the transfer between generations, both for life in rural areas and for the profession. The 
biggest challenge is generational renewal, both for rural life and for the profession. Natalia also calls for 
academic training spaces, where young people are trained in rural areas.

necesitamos una escuela de arte, una escuela de artesanía, una universidad rural…necesitamos un espacio 
donde la gente joven venga a formarse en lo rural

https://nexodos.art/natalia-suarez-woodic-nexodoscandamo2024/

https://www.elconfidencial.com/empresas/2024-09-19/natalia-suarez-woodic-bra_3954222/
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Morán Fernandez, Orlando

Age 1970s

male 1
female
other

Spanish
Latitude 43.355833
Longitude -5.794167

Faro, Asturias, Spain
native
incomer 1
If incomer, when did they move and 
why?

Orlando was born in Gijón, which is about 30 km from Faro

fibre and textile crafts
woodwork
metalwork
ceramics 1
leatherwork
glasswork
other (specify)

1

1

He earned a degree in Geography and History from the University of Oviedo in 2001. He began his professional 
career as a researcher at the Universidad Autónoma de Madrid before transitioning to professional archaeology, 
where he participated as a technician in various research projects. Simultaneously, he trained in pottery at the 
last and oldest pottery workshop in Asturias, located in Faro, Oviedo/Uviéu, with the goal of preserving this 
traditional craft from extinction. Currently a PhD student at the University of Oviedo, his research focuses on the 
ethnographic and archaeological study of medieval pottery. He is a member of the Social Landscapes (LANDS) 
research group and the Llaboratoriu Rural del Paisaxe, Hestoria y Patrimoniu (LLABOR) at the University of 
Oviedo. He currently teaches ceramics at the Factoría Cultural de Avilés, a multidisciplinary arts center.

moranarqueologo@gmail.com

Additional information

he knowledge involved in the preparation and processing of clay, the potter's wheel for creating ceramic pieces, 
surface treatments and glazes, and the use of the kiln for firing the ceramics.

He began learning at the ceramics school in Avilés and then acquired his knowledge in the workshop of José 
Manuel Vega "Selito," where he worked as an apprentice for years.

He teaches some of the techniques used in the tradition of Faro ceramics in his classes at the Cultural Factory 
of Avilés

Clays are extracted from the village of Faro itself, where there are two main types: black clay for unglazed 
pieces and red clay for glazed ceramics. The fuel used in the past was firewood, but now it is gas.

Clays are extracted from the village of Faro itself

In pottery, no waste is generated.
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The most important technique is the creation of the ceramic piece using a foot-powered potter's wheel.

A metal knife or plate to shape the ceramic piece, a wire for cutting, a punch, small wooden tools, and the 
"trapadoriu," which is a leather pad used to shape the edges of the ceramic piece. He uses a foot-powered 
potter's wheel and a gas kiln.

The "trapadoiru" is a tool that gives a unique identity to the ceramic pieces of Faro. This name even appears in 
traditional Asturian ballads and songs.

Gas

In pottery, no waste is generated. All the leftover raw material is recycled into a new ceramic piece.

Workshop For the creation of traditional Faro pottery, Orlando works in the workshop of his teacher, Selito. For pottery 
classes, he has his own classroom at the Cultural Factory of Avilés.

From black ceramics, he manufactures pieces for domestic use. That is, containers for liquids and food, and for 
cooking: the barbón (a three-handled pitcher), the penada (a ceramic vessel with a very narrow mouth to allow 
the drink to pour out slowly), the cider jug (a traditional Asturian drink made from apples), the cheese container 
(quesera), and the cooking pot (cazuela). In glazed ceramics, he makes cider jugs, plates, deep bowls 
(escudillas), and water pitchers (botijos).

Orlando has always created ceramic pieces as a personal satisfaction and to preserve the tradition. 

Selling them is challenging because many pieces are very large, and transporting them is difficult for tourists. 
Some of the pieces that are made are sold at fairs or online. In the past, the government had stores called "Arte 
España," which were even located in airports, and a lot was sold there, but this has since disappeared.

He has a paid job as a ceramics teacher at a municipal vocational school. Apart from that, he does not offer any 
services related to the profession of ceramics.

No

Orlando does not have regular clients.

The traditional ceramics of Faro do not have any official certification. It also does not have any geographical 
protection status. The area where it is produced does have a level of heritage protection under the Asturias 
Heritage Law, including the kilns, Selito's workshop, and the archaeological evidence related to this tradition.
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Orlando has no connection with tourist activities.

Partnerships He is a member of the "Xunta por la defensa de la alfarería de Faro," an association dedicated to defending and 
promoting Faro pottery, ensuring it maintains its traditional characteristics.

It is difficult to survive economically from traditional ceramics because direct sales are very limited, and artisans 
have to take on other jobs, which leaves them with little time for online marketing.

Es necesario de una administración pública haga una escuela de oficios tradicionales, es fundamental que haya 
tanto un archivo donde se recoja la mayor documentación posible…un sitio que recoja todos los conocimientos 
y enseñanzas y que las trasmita…Puede ser en una zona rural que ademas dinamizara la zona, creara puestos 
de trabajo para los artesanos que con la docencia y la artesania se podrian sustentar

https://www.nortes.me/2022/06/04/faro-la-alquimia-del-barro/

https://www.youtube.com/watch?v=I_FpkQ5c6jM
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Pérez, María

Age 1970s

male
female 1
other

Spanish
Latitude 43.480178
Longitude -5.43423190753304

Villaviciosa, Asturias, Spain
native
incomer 1
If incomer, when did they move and 
why?

She was born in the city of Gijón, but since 1997, she has been living in a small village with 15 inhabitants 
called La Madrera

fibre and textile crafts
woodwork
metalwork 1
ceramics
leatherwork
glasswork
other (specify) jewellery making

1

Maria  has been a master jet artisan for 30 years. She started as a jeweler, but nowadays, working with jet is 
more important.

mariaperezazabache@hotmail.es
605 01 27 70

https://www.facebook.com/Azabache.maria.perez
https://www.instagram.com/maria.perez.azabache/

Additional information

It is essential to recognize that the raw material is authentic Jurassic jet, understand its characteristics, and be 
familiar with the carving techniques.

Jet came into the artisan’s life by chance. She was starting out in jewelry making, and after settling in the 
village, Néstor Costales (the last master artisan of Argüeru) gave her a small raw jet stone. From that moment 
on, she began to get her hands dirty with it, and jewelry took a back seat. She taught herself how to work with 
the mineral, and after many years of practice, she has ended up teaching others

Yes, she conducts jet carving workshops in her museum-shop in Villanueva

She works with jet and silver.Sometimes she uses other gemstones to create her pieces.

The jet is local, and the silver is foreign

The stone is fully utilized
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She applies jewelry techniques to work with jet. Cutting, carving, and polishing are the processes followed to 
work the stone

She works with dental prosthetic tools, which operate with a micromotor, such as diamond discs and tungsten 
carbide burs

There is no special relationship with the tools. Although her favorite tools are the diamond disc and the thickest 
carbide bur.

Electricity

During the jet carving process, a very fine brown dust is generated. This is absorbed by small electric vacuum 
cleaners while working

Workshop Maria has a workshop in her house in the village, but she also has an educational space (in the form of a small 
museum), a learning area, and a shop in Villaviciosa

Unique jewelry pieces with precious metals, jet from Asturias, and other gemstones. Rings, pendants, 
necklaces, earrings, rosettes, bracelets, etc

For sale

In person at the store in Villaviciosa

Educational classroom-museum, workshops and jewelry for sale

It's not something that happens regularly, but there have been people who have brought her objects to repair

The people who attend the regular workshops are usually locals, while those who visit the educational 
classroom-museum are typically outsiders. People of all kinds purchase her jewelry

All the pieces that leave her shop come with a certificate stating that they are made with authentic Asturian 
Jurassic jet, handmade, and are unique pieces. However, it is not an official label, but rather one issued by the 
artisan herself.
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The relationship she has with tourism is educational, as the place she has in the village houses an educational 
classroom-museum that is visited by both domestic and foreign tourists

El azabache esta relacionado con el turismo por que es un bien cultural y es de la zona y la conjunción que hay 
en el local de Villaviciosa con tienda exposición y talleres de la asociación es lo que utilizamos para difundir y 
dar a conocer el azabache

Partnerships She is the president of the association 'Jurassic Jet of Villaviciosa,' which was founded in 2017 after serious 
disagreements with the jet artisan guild and in response to the uncontrolled invasion of foreign materials 
replacing genuine jet. The association is made up of artisans, geologists, gemologists, botanists, biologists, 
archaeologists, researchers, and others... in short, defenders of authentic jet and its cultural heritage. Their 
interest is investigative, educational, and informative. She collaborates with the University of Oviedo in their 
university extension courses

The challenges faced by this sector, from the lack of raw materials to the urgent need for training and greater 
institutional support.The high-quality Asturian jet, originating from Jurassic protopine trees and unique for its 
physical properties, is in a critical situation due to the scarcity of raw material. It has reached the point where 
artisans are forced to search through rubble piles since its extraction is not permitted. Another challenge facing 
the industry is the unfair competition from materials sold as jet, which in reality, are not. María Pérez insists that 
it is vital to differentiate authentic Asturian jet from lignite coming from Bulgaria or Argentina, which dominates 
the market. Lastly, there is the challenge of the continuity of the craft, as without raw material, it cannot 
continue

La declaratoria de Bien de Interes Cultural (BIC) del azabache no es suficiente, hay que dar más pasos, 
determinar verdaderamente lo que es y no que no es (el verdadero azabache).

http://www.azabachejurasico.com/

https://www.lne.es/villaviciosa/2025/01/15/cultura-azabache-joya-asturiana-lucha-113396508.html

https://pegadosalatierra.elcomercio.es/maria-perez-maestra-azabachera-villaviciosa/

Media

Audio
Photo LAPONTE_PR_03(01).jpg

Video LAPONTE_PR_03(01).mov, LAPONTE_PR_03(02).mov

File name(s)

File name(s)

Is the practitioner engaged in activities related to tourism? What kind of activities? 
When do they take place? Who are the tourists (e.g., domestic, foreign)?

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the engagement with tourism (the quote 
should be potentially emotionally charged).

Tourism

Is the practitioner a member of any group/organisation? Are there any co-creation 
spaces/projects they are taking part in? Are they partnering with other practitioners? 
Are they collaborating with academia (researchers/research institutions, etc.)? Are 
they collaborating with public institutions (local government, museums, archives, 
schools, culture centres, etc.)?

What are the challenges the practitioner encounters (can be related to the practice 
and its different aspects, life in a rural area in general, etc.)

Enter a direct quote from the interview (1-2 sentences) in the original language that 
reflects the practitioner’s feelings about the challenges they face (the quote should be 
potentially emotionally charged)

Challenges

References Add references to sources related to the practitioner (academic literature, secondary 
sources, media publications, museum and archival data, etc.). Add as many rows as 
necessary. One reference per row.

File name(s)



Metadata

MN_PR_01
Elisabeth Rosa Brusin, Ole Andreas Sagmo, Rebeca Franco Valle
MN_CP_01, MN_CP_02
MN_AR_01, MN_AR_02, MN_AR_03, MN_AR_04, MN_AR_05

yes
no 1

General information

Lie, Ragnhild

Age 1966

male
female 1
other

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
native
incomer 1
If incomer, when did they move and 
why?

The practitioner moved to Lofoten before 2013 but not specified when, almost casually. According to Ragnhild, 
Lofoten is an Eldorado for wool and lamb/sheep meat that wasn't developed. Most of the wool produced in 
Lofoten was and still is exported to England to never come back to Norway. Ragnhild realised she should have 
taken action to reverse this trend and to give new prominence to the wool produced by Lofoten sheep at a more 
local level.

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

1

lecturer

Ragnhild Lie grew up in Gudbrandsdalen and Lillehammer and has knitted, chrochet, braided, sewn and woven 
since she was little. Ragnhild is educated as textile artisan and holds a MA in Textiles from Bergen school of Art 
took in 1997. Her broad range of textile-based experience includes fine art, theater and education. She has 
worked at Sjølingstad Wool Mill, studied tapestry at Oslo University College of Art and Design, taught at Lofoten 
School of Arts for kids and led courses from kindergarten to university level. She works as lecturer and textile 
artist within the textile field in Norway. She now lives and works on the farm in Stamsund where she manages 
and develop the business Lofoten Wool established in 2014. On the farm of Lofoten Wool business, Ragnhild 
has a herd of 30 sheep which provide the company with wool and meat. The meat is sold to a local 
slaughterhouse (located in Leknes, about 7 km from Lofoten Wool), while the wool is processed in order to 
create the woolen products sold in the Lofoten Wool shops, online and to third party resellers. Environmental 
sustainability is the key principle of Ragnhild's corporate and production philosophy.

post@lofoten-wool.no
0047 90 50 40 01
https://lofoten-wool.no/en
https://www.facebook.com/lofotenwoolranch?locale=nb_NO
https://www.instagram.com/lofotenwool?igsh=MXQxcTNxZjBmZDM2Mw==

Additional information

Sheep care and farming, plant dying with natural materials, wool processing, textile construction on the loom, 
knitting, design of knitting patterns, needle binding.

She learnt to craft with threads since she was a child from her mother and grandmother, specifically knitting and 
hand made rugs. She learnt crochet tapestry in middle school, and later many different weaving techniques, e.g. 
card weaving (brikkevev), grindvev, warp-weighted loom and . In 1997 she acquired a MA in Textiles. In the 
present, she keeps on increasing her knowledge through her own research in books and talking to museum 
conservators.

Teaching employees, school teachings, doing art proyects, and courses for adults.

Wool and silk

Much of the wool production comes from local farmers that respect animal wellfare. Besides this, her own sheep 
are also The silk and some of the dyes are not local, and have to be inmported.

There are not many leftovers of the production
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Knitting and weaving. Dying with natural dyes. 

She uses a modern knitting machine and a weaving machine.She also employs 50 persons knitting for her,. 
Mostly woman, adult and retired ladies as a contribution to their pension. 

It is a pragmatic relationship. When a machine stops working, it has to be fixed. 

The general electric supply

There is very little waste generated. The wool leftovers are compostable.

Workshop The practitioner has separated rooms in her own house to practice, manage and store some parts of the 
production. She also has buildings to keep the animals (sheep) during the winter, as well as a plot of land for 
the summer pastures.

Yarn, jumpers, mittens, socks, scarfs, curtains, pillow cases and blankets.

For daily use as clothing or interior dressing, and meat for consumption.

They are sold in businesses of the area interested in selling handcrafts to tourists, such as Lofotr Viking 
Museum. The yarn is sold in yarn stores throughout the country. Besides this, some exclusive businesses order 
textiles for interiors (Hotels and tourist business). There is also a shop in the farm and they have an online shop 
in their website.

Eventual workshops for learning how to use the yarn. Workshops for learning how to dye with plant dyes and 
visits to the farm.

Yes, but they have been rarely used.

Tourist that want to have high-quality local products, particular that knit themselves. Local businesses such as 
shops and hotels. The online shop sells directly to customers worldwide.

They have their own hand-made tags with information about the sheep breed and the kind of natural dye used to 
color the yarn, but no official certifications.
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They have some tourist-oriented selling points (Ie. Lofotr Viking Museum). Many people going to the museum 
and buying products there also go to visit the farm afterwards. They also buy directly in the farm shop. A 
popular product loved by the America tourists are the Norwegian sweaters. Workshops and visits to the farm 
are also offered under request. Tourists come from the whole world to Lofoten, where the workshop is located. 
The greater bulk of tourists is European, with a majority of Germans. Local national tourists are also generously 
represented.

Ullturisme er da jo veldig stor i veldig mange andre land. Du kan dra til Scotland, Island, Farøyene og Ytre 
Hebridene og overalt så er det mye fokus på ull og sau, og hvor viktig sauen har vært for mennesker her i nord. 
Men det gjør vi veldig lite her i Norge. Når jeg får tid, vil jeg får gjort det.

Partnerships The collaborate with the local farmers that bring wool for them, wool shearers, the husflidlaget, knitting 
festivals,the slaugtherhouse,  and other artisans of the area. They are members of creative associations such 
as the Norske Kunsthandverkerer and Norske Billedkunstnerer as well as farmer associations such as 
Småbrukerlaget, Bondelaget and education groups such as Utdanningsforbundet. With Norske 
Kunsthandverkerer they actively collaborate in artistic exchanges and exhibition projects. They also collaborate 
with academia in a project in Tingvall with the Norwegian Institute of Bioeconomic Research called "Amazing 
Grazing". It researchs sheep farming as a sustainable industry for Norway, analysing the impacts in the 
landscape, climate and economy of the processes involved in farming, and the long-lasting life of derivates such 
as wool textile.

One of the challenges is to get the wool and prepare it for selling. There are no local wool preparation plants, so 
she has to send the locally sourced raw material and send it to a cleaning plant. After that, the wool is send to 
the workshop and crafted into yarn and the other products. The combination of the farm managing and modern 
life is also challenging, specially in the areas where people have their holyday houses (hytte), and carry on with 
modern lifestyles, while the sheep need the space to graze unfenced. There are also economic challenges since 
the sheep farming does not generate a lot of money.

Det er jo veldig få som klarer å lage penge på å jobbe med sau i Norge nå. Så det er en stor spørsmål: hva gjør 
vi mellon brukerer videre? hvordan... hvor får vi maten fra? hvor får vi klærne våres fra? Hva er viktigst? Skal vi 
bygge ut og bygge ned oss natur eller skal vi letter etter forbinde her og levelige kår?

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,

https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 

Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.

Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.

Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.

Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.

Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra

Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.

Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.

Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.

https://www.norskebilledkunstnere.no/
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General information

Mørkved, Tor-Vegard

Age 1965

male 1
female
other

Norwegian, English
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
native 1
incomer
If incomer, when did they move and 
why?

fibre and textile crafts
woodwork
metalwork 1
ceramics
leatherwork
glasswork
other (specify)

1

Tor-Vegard Mørkved, art blacksmith, The Blacksmith in Sund (Smeden i Sund), with his world:  "the only 
Cormorant-maker blacksmith in the World" (Verdens eneste skar. His emblematic artwork is a sculpture of a 
native seabird, cormorant (skarv). Tor-Vegard was born in 1965 and is a local and a native to Flakstad Island in 
Lofoten. He is the successor of Hans Gjertsen, the first Smeden i Sund, or as he was later called 
"Gammelsmeden"/"The Old Balcksmith". Tor-Vegard learned his crafts and knowledge regardindg the practice 
from Hans Gjertsen between 1987 and 1989 as a  trainee. He took over the forge in 1989 from Hans and 
delevolped new versions of the previously created cormorants, and introduced new products. Tor-Vegard is also 
the head of the Sund Fishery Museum. The museum displays boat motors and life in a fishing village. The forge 
is a part of the museum. The practitoner is also known for his local engadgements. He created the light boat for 
the local church in Flakstad, a nordland type boat, forged from steel, to hold candles and lights in the chuch as 
remeberance. Tor-Vegrad is married and is a father to 6 children. He has been working as a backsmith for 38 
years. 

tor-vegard@smedenisund.no
+47 76 09 36 29
https://www.smedenisund.no/kontakt.html
https://www.facebook.com/SmedeniSund
https://www.instagram.com/smeden_i_sund/  (@smeden_i_sund)

Additional information

The practitioner must have both practical and theoretical knowledge, connected to the metals and tools, and a 
basic knowledge in metallurgy. Forging is a hard physical work, that requires physical strength knowledge of the 
properties of the material in use, and the tools one needs. Knowing the tools he is using is essential to get the 
right results. Good safety routines, applied to both the person working and the visitors is also very important. 
Planing, design, cretive material use, reasonable materila use. The practitoner also uses obersvation of nature 
and humans, as inspiration in his crafts. 

Tor-Vegard learned his skills from the previous blacksmith in Sund, Hans Gjertsen as a trainee 1987-1989. 
Gjetrsen was the "first" Smeden i Sund, (blacksmith in Sund) and he created the emblematic cormorant design. 
The hand forged bird figure, that stands on a piece of stone from Lofoten became a known art piece after King 
Olav V., King of Norway got an example from Hans Gjertsen. The king visited Lofoten to åpen a the newly 
completed Lofoten road, E10 in 1963. The opening ceremonies took place Tor-Vegard took over the smithy and 
developed the desing to its form today.

The practitioner accepts trainees. He recently had his son as a trainee in the fogre. Hans Mørkved just got his 
cerification as a blacksmith, he is also practicing in the workshop, working towards to become the successor of 
Tor-Vegard.

Metal, steel, brass, natural stone, harvested from the sea

He previously could buy metal locally, from local distributors (f. eks. from Ballstad), but the suppliing became 
more centralised. Recently he buys metal from Harstad, from a supplier. The practitiones prefers to buy his 
tools, machines and materials locally, if it is possible. It is important for him to support the local businesses. 
Since Sund is a small fishing village with low population, in a remote island, it requires planning to get all the 
supplies that are neccessary for the poduction. 

There are little leftovers, Tor-Vegard has an effective, reasonable and material-saving practice at material use. 
Metal is a a vesatile material and leftovers can often be used up in different projects. The practitioner has a 
reasonable practice in leftover management, and he keeps a limited amount of leftovers, that can be used in 
diferent new prodjects in a creative way. Metal can be recycled, Tor-Vegard uses the recylcling services of the 
closest enviromental station.
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Tor-Vegard works with steel and froms warm metal into shapes. He practices traditional forging in his workshop 
and uses hot forging by hand and hot forging by mechanical hammer. He attaches different pieces together by 
welding. The practitioner finishes his products by brushig and polishing. Different finishing techniques give 
different results. Burning oil onto the surface provides a black finish, brushing brass onto the hot surface results 
a golden shine. Tor-Vegard uses epoxy glue to attach the metal figures onto the stones. 

Tor-Vegards is using his own tools. Pliers in different sizes and forms, anvils, hammers also in different sizes 
and forms, mechanical hammers, coal forge with a fan, welding machine, grinders, and brushes. These 
equipment he knows well, and are adapted to his needs and ways to work. 

Tor-Vegard uses his own tools, whitch are customised and adapted for his needs. Some of the tools and 
machinary he inherited from the previous blacksmith, Hans Gjertsen, others he bought, or created himself. He 
says that he is not connected emotionally to his tools, but as a matter of course he can work best with his own 
tools, can rely on them and in that sense he is connected to them. He doesnt find it difficult to replace his old 
tools if its needed. 

Tor-Vegard uses a mix of energy sources in his workshop: electricity, coal burning to warm up the metals, and 
gas burning also to warm up metal. Electricity is used to warm up the workshop in the winter time, to operate 
the fan  that provides oxigen to the burning in the forge. Electricity also operates the heavy, mechanical 
hammers, the welding machine and other small electric tools (f.e. brushes). The coal (coke, cola, rarely 
charcoal) he burns in the forge to warm up the metal. 

During the process,  a limited amount of waste generates. The waste that cannot be reused or recycled by the 
practitioner, are the ashes after burning coal, grinding dust and smaller metal pieces. He delivers the waste to 
the local enviromatal station (Mijløstasjon-Fjøsdalen) for further waste management. 

Workshop Yes, the practicioner has his own workshop, that functions both as workshop and as a "showroom" to showcase 
his products and practice-how the products are made. He interacts with the visotors as a host. That hybrid 
setup offers a great opportunity by catching the interest of the visitors, creating a multi-sensory, personal 
experience and a will to purchase. 

The practitioner produces metal sculptures, mostly inspired by nature, humans, and animals in Lofoten; sea 
birds such as cormorant, sea eagle, penguin. He enjoys dinamics and aerodynamica, and, dynamic human 
figures. 

Tor-Vegard produces his products for sale. He  accepts special orders on products, that are slo for sale. Tor 
Vegard creates works occasionaly for the community, for example he forged the "lysbåt"/"light boat" for the 
church og Flakstad. A traditional nordlandsboat, made of steel, where the church members can lit candles and 
tea lights as remeberance.

The items are sold in the workshop, in the Cafe, driven by Tor-Vegars family in the Museum area, and on Tor-
Vegards webshop (https://smedenisund.no/nettbutikk/).

Orders, reparations, forging services 

Yes, he offers repairs and connected sercices to the products he sells. Mostly locals use these services, since 
a huge percentage of the customers (tourists from differernt countires) live abroad, and geographical challanges 
occure by delivering the objects to the workshop. Services: polishing and treating rusted objects, reattaching 
objects to the "footstone". 

At the highest number the customers are international tourists who visit Lofoten, at a lower number of domestic 
tourists. Locals also buy products from the practitioner and give orders on special projects.

Tor-Vegard has his own mark, iron stemple, that is officially registered. He is using that mark on the products he 
creates.
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Yes, Tor-Vegard lives almost entirely off the tourism in Lofoten. He is the Blacksmith in Sund with a living and 
working forge/workshop, and the head of the Sund Fishery Museum. Most of the tourists come from different 
countires in Europe, and 

Partnerships No

Most of the recent challenges circle around supplies, logistics, weather conditions and road conditions, reaching 
the area, travelling connections. Sund in Lofoten has limited access to raw materials, the suppliers are 
centralised, and the practitioner needs to travel to Harstad to buy raw materials and supplies for the production. 
The rapidly changing weather and storms can cause, that bridges and roads close for shorter periods, also 
mountain avalanches can cause a stop in traffic. Travel connections stopping or getting worse could also 
challenge the business. 
Another challenge would be if, for some reason, visitors would stop arriving to Lofoten and the public who are 
the market for the products (tourists) would disappear.

https://www.smedenisund.no/museet.html

https://www.smedenisund.no/hva_skjer.html

https://www.smedenisund.no/historie.html

https://www.barnasnorge.no/aktiviteter/sund-fiskerimuseum-og-smeden-i-sund

https://arkivinordland.no/fylkesleksikon/innhold/hendelser-og-historie/smeden-i-sund.37737.aspx

https://www.visitnorway.com/listings/the-blacksmith-of-sund-sund-fisherymuseum-entrance/208940/

https://visitlofoten.com/aktivitet/museum/smeden-i-sund-sund-fiskerimuseum-inngang/

https://www.lofoten-info.no/sund-mus.htm

https://paulsplanetblog.blogspot.com/2012/09/smeden-i-sund.html

https://www.abcnyheter.no/reise/inspirasjon/2019/06/25/195588680/da-kong-olav-v-fikk-skarv

https://no.tripadvisor.com/Attraction_Review-g612446-d4660290-Reviews-
Smeden_i_Sund_Sund_Fiskerimuseum-Flakstadoy_Flakstad_Municipality_Lofoten_Islands.html

https://eng.handverksinstituttet.no/

Bergland, Håvar: The art of traditional blackmithing The Norwegian perspective  

Bergland, Håvar: Norwegian knife making. Ancient tecniques and tradition 

https://norsksmedforening.wordpress.com/

Pehrson, Sjur Axel: Smedarbeid - vg2 og vg3, Yrkeslitteratur, 2009.

Wefring, Christoffer-Gørrissen, Johan : Konstruksjons- og Verktøystål. Anvendelse og varmebehandling. Oslo, 
1971

Norén, Karl-Gunnar-Enander, Lars: Nya järnsmidesboken. Nielsen Norén Förlag, 2008.

Lofotposten, lørdag 25. november 1989

Lofot-Tidende, torsdag 16. november 1989

Dagen (Bergen), mandag 18. juli 2011

https://www.nb.no/items/2fc35b54f25090e229b415a0f5fab3ee?page=23&searchText=%22tor-
vegard%20m%C3%B8rkved%22

https://nordnorge.com/en/aktiviteter/the-blacksmith-of-sund-offers-an-iron-souvenir-you-wont-be-finding-
elsewhere/
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General information

Assk, Inez

Age 1936

male
female 1
other

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
native 1
incomer
If incomer, when did they move and 
why?

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

retired

Inez has worked as a textile teacher and is now retired. Knitting has been important for her throughout her life. 
She has had a big exhibition of mittens (she has inherited artifacts of her grandmothers) in entrelac in Sunne at 
Sundsbergsgård a few years ago and she has also published a book “Maria's mittens”. She knits in her family's 
tradition.

inez.assk37@gmail.com
+46 70-5944530

Additional information

Knowledge in knitting and to be able to read and understand patterns. The entrelac technique requiers further 
knowledge.

As a child, she watched her great-grandmother knit and Inez was further taught by her grandmother in the 
1970s.

Inez have had som workshops where she have taught. She's has written av book with her patterns. Inez 
currently is mentoring knitter and crafter Ulrika Jäger

Only wool yarn from sheep, and most of it is imported from Norway. She finds that the norweigian yarn is of a 
especially high quality

Inez buys her wool from a local knitting store in Sunne: www.lillagarnverstan.se. The yarn is from Rauma 
Ullvarefabrikk's website: www.rauma.no

Inez makes use of all the yarn, and uses the leftovers. If there's yarn left when she finishes one product, she will 
continue to make use of it in her next project. This is made easy by the fact that she sticks to using the same 
qualities for most part.
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Entrelac, among other techniques

Mostly knitting needles made of metal, wood and bamboo, both sock needles and circular needles as well as a 
messuring tools.

It's of course not possible to knit these products without using tools. Inez tells stories of how the metal needles 
have changed throughout the years and these days are coated as to not colour the yarn. The needles of metal 
are heavier and slippery, but the ones of wood or bamboo are lighter and will not as easily slip out of the knit. 
The material is also the original patterns which she has inherited from her materal great grandmother.

Inez knits in her own home. The home is heated both with electricity from a energy provider and with a fireplace 
where she uses wood. (note: common ways to heat owns home in Sweden)

There's no waste created

Workshop She has a room in her house where she keeps all her artefacts in plastic boxes. 

Mittens, socks, caps, sweathers, blankets, wests

She produces them for own use, as gifts and for exhibitions

She's previously made artefacts for selling, but she's not anymore

Workshops, exhibitions. She's also written a book with her patterns

No

Mostly women

"Utmärkt värmländsk slöjd" which translates to "craft from Värmland of extraordinaty quality", awarded to toptier 
quality by a jury of the local regional crafts association
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No, but she would like to

(When asked about wish to be invoved with tourism activities):
Yes, really interested in this, Finn forest and well, Lekvattnet (note: a village in Finn forest), that museum here 
and this Finn culture. Because it's so close to my home where I was born and therefor it would be so exciting 
to, well, get a bit further in the tourism context./ Ja det är de verkligen inresserade utav, Finnskogs ja i 
Lekvatten det här museet här och ja den här Finnkulturen. För att det ligger så nära mina hemtrakter där jag är 
född och så därför tycker jag det skulle vara väldigt roligt å  ja komma lite längre i det här turistsammanhanget. 
(21:16 minutes into the interview) 

Partnerships She's associated with knitting cafés. She's had associations with the local regional crafts association.

I believe we can make it more popular. But it's not an easy technique, one has say, the way [entrelac] is knitted 
/ Jag tror nog vi kan få upp det lite ännu mer så att det blir populär. Men det är ingen lätt teknik det får en lov å 
säga innan de vet, ja, sättet hur man stickar (41:10 into the interview)

Marias vantar. En bok om näverstickning - vantar, mössor, småslöjd. Inez Assk ISBN9789186699659

Kontstrikk. Ruth Gullbekk Bolstad. ISBN9788291195353
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General information

Haglund, Carina

Age 1966

male
female 1
other

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
native
incomer 1
If incomer, when did they move and 
why?

She moved from Karlstad with her husband to try living in the countryside

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

Carina Haglund felts artefacts that she sells and shows at exhibitions. She arranges workshops and courses for 
children and adults. She's also doing lectures about her craft. Haglund is member and participating in the event 
"Fårfesten" in the town of Kil, a large annual event focusing on all things related to sheep - wool, husbandry, 
leather and meat. Prior to the even she's been teaching all children in the town of Kil in class four (ages 10) in 
felting. haglund lives ruraly with her husband and she has a studio on the farm where she makes her wool craft. 
She's also working part time at a pre-school 30%.

ullting@hotmail.com
46703356353
https://www.ullting.se/
https://www.facebook.com/UllTing/
https://www.instagram.com/ullting

Additional information

Haglund's got knowledge of how to prepare wool all the way leading up to felting. She is knowledgable of the 
different qualities of wool and how to practice crafts related to felting. 

Haglund attended several educations and courses. She can't remember all of them, but mentions: Marianne 
Andersson (Kil, Sweden), Fiona Duthie Canada (Canada), Yvonne Habbe (Gotland, Sweden). Schools: 
Kyrkeruds Folkhögskola (Årjäng, Sweden), Handarbetets vänner (Stockholm, Sweden).

Haglund has courses and workshops in felting on her farm currently. She's also prior been teaching felting for all 
children in year 4 (ages 10) in the town of Kil.

Carded wool in natural colour and coloured. Primarily wool from Gotlandsheep, Finnsheep and Leichester sheep

Åddebo ull: addeboull.com; Filtmakeriet: filtmakeriet.se; Bibbis textil: bibbistextil.se; Korps: korps.se; IKEA: 
ikea.com. Second hand and inherited craft supplies

Carina saves and sorts her leftover needle felt which she then uses in other craft projects.
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Wet felting by hand. Wet felting by machine (see video) when making carpets. Sewing by hand and machine. 

Bubbelplast, yes diskmedel, olivvål, vatten, rundstav. stänkflaska, tovträ, nål, sax, rullkniv, symaskin, maskin för 
tovning. 

Carina's relationship to her tools is practical in nature.

Electricity supplier, air source heat pump, solar cells

Water which is just pour out on the farm. The leftover wool is used for new projects.

Workshop Carina has her studio in the same location as the farm where she lives. They have a farm building on the site 
which was remade into a studio.

Pillows, bags, decorations (e.g. holiday decorations), cushions, carpets, pots, lamp shades, mittens, and more.

For everyday use in the home. The products are both made to be warming and for decorations.

She sells her products at her home, but also as a guest at the cooperatives Konsthantverkarna i Karlstad: 
konsthantverkarnakarlstad.se; Konsthantverkarna i Arvika: arvikakonsthantverk.se (both online and on site 
stores), and at events.

Courses, lecturers and workshops in felting.

She's never been asked

Haglund says it's everyone

Her own label with the laser engraved leather tag: "Ullting" (loosely translated to "wool stuff"). A paper tag is 
also fastened to the products with her name and contact info.
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Not as of now

Vi hyr ju ut till turister men det är ju inte på det sättet men vi kanske i och med vårat skogs....mitt...vårat andra 
företag...företaget att...att...det blir mer naturturism.....och kombo kanske med nån tovning kanske, vem vet. 

Partnerships Guest member of Karlstad konsthantverkare, member of Arvika konsthantverkare, previous member of Åmåls 
konsthantverkare (all cooperatives), member of Fåreningen (local wool association). She's been teaching felting 
at the municipalities schools. Held exibitions at G:a Kraftstationen (Deje, Sweden), Karby Gård (Täby, Sweden), 
Galleri Borgenhad Holmqvist (Eskilstuna, Sweden) and at craft events. Is in collaboration with a crafter and 
friend in Stockholm, with whom she's also teaching felting.

There's challanges with reaching out with what she's doing - with PR. She finds it's difficult to write the texts for 
scholarships and funding. Crafting is very often overlooked and easily "falls through the cracks", since it's not 
art. It's important to think ahead, since it's not profitable as of now. She would not be able to manage if she 
didn't have her husband. It's a struggle to have economic sustainability.

Men nu gör jag ju en kombo här i vår med att gå tillbaka och jobba lite som förskolelärare men jag har ju många 
projekt på gång också, så jag ska inte jobba för mycket som förskolelärare eftersom jag har som vi pratat om 
här preciss  två stora utställningar ochj ja fårfesten som är årets grej. Men jag behöver ju också det här eld i 
baken så att det blir gjort. 

Tova- gammal teknik på nytt sätt. Gunilla Paetau Sjöberg

Att välja färg- Berit Bergström

Får boken- Anders Jansson, Nina Östman

Felt passion- Ellen Bakker, RIchard Assman
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General information

Henner, Therese

Age 1986

male
female 1
other

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Värmland, Sweden
native 1
incomer
If incomer, when did they move and 
why?

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

Therese works part-time with her own company Sirli Textil och part-time at Klässbols linneväveri (linen weaving). 
In her company she primarily works with different weaving techniques. She's also plant dyes and eco-print. She 
makes primarily everyday textile artefacts. She holds lectures, courses and exhibitions within her field. Her 
studio is at Gammelvala (open air folk museum) in Brunskog. Therese works with traditional weaving techniques 
such as tapestry and pick-up techniques such as rölakan, rya, HV-technique/woven transparency and pulled 
warp. Shuttled weaving techniques and traditional patterns that are of frequent use in her woven expression in 
rosepath, monk’s belt, dukagång and overshot weave. She has a genuine interest of sustainable practices, 
cultural heritage and questions regarding nature.

therese.henner@gmail.com
46724032138
https://arvikakonsthantverk.se/medlemmar/therese-henner.html
https://www.facebook.com/sirlitextil
https://www.instagram.com/sirli_textil

Additional information

Henner’s paternal grandmother taught her to crochet when Henner was a child, and her mother taught her to 
sew when Henner was around 10-11 years old. She’s studied two year of textile and two years of textile and arts 
education at University of South-Eastern Norway and holds a bachelors of Arts and crafts (textile). Then she 
received a scholarship for further studies of weaving 2019-2020 at Ritwa Lingrot (traditional weaving) and 
Gunilla Brander-Smedberg (tapestry and plant dying).

See above

Lectures, courses, workshops focus on heddle loom, and mending fabric. Course in eco-printing on vocational 
schools (folk high school). Have also been guest lecturer at University of South-Eastern Norway (campus 
Notodden’s textile education). She’s taught at the study association in Karlstad and held workshops at 
Rackstadmuseet and the municipality of Arvika. She sees there’s a growing interest for weaving in all ages, 
primarily in women.

Henner chooses primarily natural materials such as linen and wool, both with rich traditional use in Sweden. She 
also to some extent uses cotton and hemp. Natural fibers are important for her and sees no alternatives. 

Henner buys her wool yarn from Swedish manufacturer: Garnhuset Kinna textil as well as wool "pälsullgarn" 
from Rauma (Norway). Henner buys her linen yarn from Holma (the fibers are grown in Eastern Europe and 
France). For eco-print fabric she imports thin wool shawls from England.

Henner has gotten linen yarn from the 1930-40’s and other yarns from estates in the local area where she lives. 
She also buys second hand. Since short yarns can be used for decorations in weaves, she collects and uses 
what she cans or arranges so that others can use leftover yarn.
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Weaving, crocheting, sewing

All tools necessary for hand weaving on a counterbalance (floor) loom, band loom or a heddle loom. Weft, warp, 
scissors, equipment for dying, different needles...

Henner has her mother's tailor's scissor, which was a present and she still uses. The floor loom "Öxabäck" she 
uses, which Henner describes as the "rolls royce" of looms, is so tall that she can either stand or sit while 
weaving which fits her height of 1.7m. Henner also has a loom after her maternal grandmother in the farm house 
of her family home, but the wood has warped and is no longer useable. There was also a small ridgid heddle 
loom found in the insulation of her family home's attic, which was mended with linen thread and is used by 
Henner now.

The studio is heated with electricity. Her home is heated with a wood burning stove and electricity.

There's no waste.

Workshop Currently involved in a course at vocational school in Stöllet, Värmland. Next time she’s teaching there is 
summer of 2025.

Primarily hand woven cushions, lamp shades, jewelry, band and shawls.

She makes applied arts which are for use, beauty and joy in the homes of people. 

They are sold at Konsthantverkarna i Arvika, Rackstadmuseet (Arvika) and at her studio outside of Arvika.

She provides repairation services.

Yes. Henner believes that it's important that an older object can have an extended life if it's mendable.

Mainly women between 50 - 70 years old.

Henner has her own tag and logo: Sirli textil. The tag also has information about the atefact and care details.
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Her studio is situated at (above all at summertime) well-visited open-air museum in Värmland. The association 
which runs the place also arranges events such as markets throughout the year, which are popular. Each 
summer the the week-long event “Gammelvala” is arranged (in dialect translated to old world), during which all 
the area is filled with activities connected to cultural heritage. Tourists visiting can see Henner’s studio during 
this week too, but Henner has no activities of her own connected to tourists.

Jag ställer inte ut på marknader förutom här på hembygdsgårn eller som dom marknader som vi har här och 
evenemangen som Gammelvala och så och då har jag ju öppen atelje med försäljning härifrån så och inget 
stånd nere på området och det är ju både positivt och negativt. För naturligtvis hade ju fler folk sett mig om jag 
hade haft en plats som var mer öppen och tillgänglig, samtidigt så är det kan det vara svårt fortfarande med 
konsthantverk på det sättet jämte utbudet på såna marknader och det är prismässigt naturligtvis för det blir en 
ganska stor skillnad. En tanke med det att jag inte vill stå därnere är ju att jag vill visa och sälja mitt hantverk 
liksom nära där jag också producerar eller skapar det för det ger ett mervärde till kunden och en förhoppningsvis 
en förståelse för tiden som är lagt på produkten. När man ser ateljen och verktygen och så.

Partnerships Member of Arvika konsthantverk (Arvika’s Arts and Crafts) which is an economic association with a store in 
central Arvika with an exhibition space. It’s a well-established association which has been around for about 120 
years. She’s also a member of The Artists' Association of Sweden. As of 2025, she's a member of the project 
Co-craft Collection Experiment about natural dyes. (more: https://www.instagram.com/cocraftcollection/)

Time is an important factor, and to take time for development. There’s a pressure of production. Social media 
takes a lot of effort to be active enough. It’s important to stand out “in the crowd”, digitally even though it’s 
easier these days living rurally. 

"Det tar nån timme att fundera ut vad man ska skriva i dom där inläggen. Det är inte bara att lägga upp vad som 
helst."
It takes about an hour to figure out what to write in these posts. It’s not just about posting anything.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

A handweavers patterns book, by Marguerite Proter Davison ISBN: 9781626548428

Tapestry with pulled warp. Inspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-
7643-5933
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General information

Ortiz del Peño, Javier

Age 1963

male 1
female
other

Asturian, Spanish
Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
native
incomer 1
If incomer, when did they move and 
why?

Bello (Aller, Asturias). When he married, he moved to his wife's village.

fibre and textile crafts
woodwork 1
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

Javier Ortiz del Peño was born in 1963, in the village of Beyo (Aller, Asturias, Spain). In the 2000s he moved to 
La Castañal, in the municipality of Bimenes (Asturias), where his wife is from and where he established his 
workshop.

Javier is a wood craftsman but it is not his main occupation, although his profession is linked to it. He is a 
foundry model maker and works with wooden molds. Within the woodworking trades, he works in woodturning, 
cabinetmaking and carving. Woodworking is a personal vocation. He considers wood to be one of the best 
materials in existence. Historically, it has been used extensively in technology, tools, art and sculpture, musical 
instruments, means of transportation such as ships and airplanes, etc. He believes that wood craftsmanship has 
been fundamental in human development up to modern technology.

He studied furniture restoration at a school in Oviedo (Asturias). His first contract was in the same school where 
he was trained, as a workshop teacher and teacher of Biology and Pathology of wood. The school closed and 
he continued his teaching work in another school that closed shortly after, so he joined a carpentry workshop, 
where he worked as a carpenter. He went back to work in a furniture restoration workshop, and from there he 
went to work in the industry, in a workshop of foundry molds made of wood. 

Since 1996 he began his activity as a wood craftsman, although he had done some work before. Today, he 
works with wood on a daily basis. He works with it in his professional occupation, and once the working day is 
over, he continues in his personal workshop making other wooden objects. He dedicates a good part of his free 
time to it because he considers it a pleasure and a hobby, in addition to his work.

https://www.instagram.com/picutorneru/

Additional information

Woodworking requires a whole range of skills, and many trades have developed around it, specializing in the 
manufacture of specific elements. The wood turner must recognize the pieces of wood, identify the best cuts, 
mark, saw, plan the piece he wants to obtain, and work it. A simple piece can take a day's work, but depending 
on the finish, it can take several days.

Javier learnt his skills in a trade school in Oviedo, with several teachers giving theoretical and workshop 
training. Today, he continues his training with theoretical and practical courses. He considers that practice is 
fundamental, beyond learning some notions from other people. There is an important margin for improvement in 
his apprenticeship that the craftsman develops on his own, and this includes trial and error. 
According to his point of view, a craftsman may specialise in a particular type of production, such as bowl 
making, and needs to further develop his technique: positioning on the lathe, handling the tool, making the work 
more effective and having a certain degree of safety, etc. Once he has improved his technique, he can make 
some changes.

No, he does not teach anyone his craft. He does share his knowledge with people who contact him or at public 
exhibitions.

Its main raw material is wood, generally of local origin. He considers it to be a particularly versatile material, with 
a long history, and which allows for the creation of a wide range of objects (furniture, tools, housing, etc.)

In his work he mainly uses locally sourced wood. He uses a lot of fruit wood, especially for small pieces. For 
larger pieces, he opts for chestnut or walnut. He discards the use of exotic woods, as he considers that they 
may have some degree of toxicity. But for small pieces, he prefers to use dark woods rather than dyeing.

To obtain wood, he goes to nearby forests in search of fallen trees. Occasionally, some friends offer him pieces 
of wood. He likes to analyse the pieces, select them, see their properties, assess the type of objects he can 
create with them, and think about how to work them. He collects dry pieces from nature. However, some types 
of wood are difficult to obtain, such as yew and holly, which are protected species and cannot be cut, and are 
not easy to find dried. Still, he prefers to work with wood from a fallen tree near his workshop rather than buying 
it. Commercial wood offers fewer possibilities, as it tends to be much more uniform, and it is also expensive. 
Sometimes it is not possible to know its exact origin. However, he sometimes buys some pieces at trade fairs.

The materials for the finishes (varnishes, dyes, etc.) are obtained from shops in Barcelona and he buys in bulk 
with other artisans to reduce costs. He also goes to local fairs and shops, but he uses natural oils, so he has to 
go to very specific shops. He does not use synthetic resins.

The leftover wood scraps, if they are of a certain size, he uses them for the chimney and the heating of his 
house. He also reuses wood to make other things. Some of his colleagues use the shavings to make pellets 
and briquettes for domestic heating.
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Javier works mainly with the wood lathe to produce various objects by turning.

In the preliminary preparation of the pieces for the lathe, he uses the chainsaw, the axe and the electric planer 
to produce small square blocks. The compass is another important tool, as it is used for measuring and 
marking, and he also has specific, larger compasses for the interior of the bowls.

He uses a continuous electric wood lathe to make the pieces, which incorporates a series of gripping plates to 
hold them. He uses different types of gouges to work the wood. There are specific gouges for hollowing out the 
inside of the bowls, with different angles of sharpening. He also uses texturisers to make decorations on the 
surface of the wood, or sandpaper for finishing.

In Javier's case, his tools have not been inherited from his ancestors. Over the years, he has been buying new 
and second-hand tools. He has an interesting collection of old woodworking tools acquired in flea markets and 
antique shops, as he appreciates the work of old carpentry craftsmen. Some of them have been repaired and he 
uses them in his work.

The tools are stored in his workshop, organised according to their use. The gouges require a great deal of 
maintenance and sharpening, and each of them has a specific use in the creative process.
It would be possible to modernise many aspects of his work, but he still works with many traditional tools. One 
of his favourite tools is the oblique chisels, because they allow a surface finish on the wooden pieces 
comparable to the best sanding, despite the limitations.

The main source of energy in the workshop is electricity, which is used in some machines and for lighting. It 
comes from the general grid connection, it has no renewable energy sources for self-consumption, although it 
would like to incorporate them in the future. The heating comes from the consumption of firewood.

Wood chips, shavings and sawdust used to heat the dwelling.

Workshop The craftsman has a small workshop, located on the ground floor of his house. It has a large window facing 
south, making it a bright space. In the centre are the large tools such as the wood lathe or the stationary planer, 
as well as the carpenter's bench. On the walls, the tools are stored on shelves and panels. In the workshop, he 
keeps part of his handicraft production. He also stores here the wood he uses as raw material.

He built the workshop about 7 years ago. Before that he worked in a warehouse in the city where he has his job. 
It had always been his dream to have his own handicraft workshop.

Basically, most of his production is wooden bowls, which is what he sells. But he can make many other things 
with the wood lathe, which are not necessarily traditional, such as toys, instruments, small sculptures, etc. He 
also makes experimental pieces to explore the possibilities of a material, pushing the limits of the material and 
the technique.

He produces pieces for himself or as gifts for friends, and sells others. But he does not have enough production 
to have regular sales and be able to make a living from his artisan work. He understands that his production is 
not of basic items and he finds it difficult to make a living from it. He prefers to keep his main job, which is more 
stable and secure, as sales of handicrafts are very variable.

He usually sells his pieces at local markets, such as the Mercáu Tradicional La Puente Arriba in Grátila (Nava, 
Asturias). If someone contacts him, he also sells him a piece.

Although he does not hold workshops to teach his craft to others, he does give demonstrations of his work. The 
association to which he belongs (Les Forgaxes) often gives public demonstrations of woodturning, carpentry 
and carving at events and fairs, to bring the world of woodworking closer to the people. These meetings are 
open to the general public, and allow them to share experiences and knowledge with other craftsmen and 
enthusiasts.

Mainly restoration work on antique wooden objects, furniture, etc.

It depends on the type of pieces offered. For example, young people rarely buy items such as bowls, which they 
see no use for. They may buy some items as gifts. Other objects, such as toys or small musical instruments, 
are usually gifts from parents to children. There is not a very marked customer profile, nor by origin, he sells 
objects to local people and tourists.

No, nor does it have its own brand or logo. He would like his work to be recognised with a quality label. 
However, as he is not self-employed, he is not officially recognised as a craftsman in the government register, 
so he cannot have a label as a craftsman of Asturias. There are many others in his situation, who combine 
craftsmanship with a main activity.
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No, Javier does not have any links with tourism, nor does he carry out any specific activities for tourists, but he 
would not mind participating in them.

Partnerships He is part of an association of wood craftsmen called the Asociación de amigos de la madera ‘Les Forgaxes’. 
They hold an annual meeting of wood craftsmen. Here, public demonstrations are held, and leading national and 
international craftsmen are invited to hold workshops. They are spaces where knowledge is shared. They also 
talk to other artisans, with whom they share knowledge.

He considers that crafts are little publicised and have low visibility in society. There is no public support. In the 
case of his association, they receive a very small subsidy for annual events and everything is based on their 
altruistic work.

On the other hand, there are many artisans who do very interesting work, but have to combine it with salaried 
work in other sectors. This prevents them from gaining recognition as artisans and a quality label, which is 
restricted to self-employed artisans who make a living from their production.

"todo el trabajo que hacemos nosotros, en el caso de la madera, no cubre [los costes de los eventos]" 
"conozco a muchas personas que hacen cosas de artesanía […], pero como artesanos no existen, la exigencia 
es que tienen que estar dados de alta, pero hay mucha gente que hace"

Asociación de Amigos de la Madera "Les Forgaxes": https://www.forgaxes.com/ 
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Age 1979
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Marta Fernández Martínez was born in the village of Ambás (municipality of Grau/Grado, Asturias) on October 
29, 1979. A daughter of a farming family, her childhood unfolded in the rural Asturian environment, contributing 
to the domestic tasks of a family farm dedicated to dairy production and cheese-making. She studied Forest 
Engineering at the University of Oviedo, working as such for several years on various forestry and environmental 
projects throughout Asturias. In 2011, after being unemployed for a few months, she decided to join her parents' 
family business, Filomena Martínez and José Antonio Fernández, Queisos Ca Sanchu. Nowadays, she has 
moved back to her hometown and runs the cheese factory together with her partner, Xel.

Her full-time dedication is the small family business, her cheese factory specializing in Afuega’l Pitu cheese.

queseriacasanchu@gmail.com
985 752 222

https://www.facebook.com/queseriacasanchu?locale=es_ES
https://www.instagram.com/picutorneru/

Additional information

Marta believes that great skill is not required to make cheese, as it is a relatively simple technical process. For 
her, sensitivity and awareness regarding the product being created are far more important. She does not 
consider it essential to have acquired the knowledge in the home where the artisan was born or to have a family 
tradition in the craft. In her opinion, the key is to show respect for tradition, for the generations who preserved 
and transmitted it, and for the production of the product in line with traditional methods.

For example, the simple gesture of using the 'garciella' (ladle) to pour the cheese into molds and fill them slowly, 
instead of using a larger spoon or a machine to automate the process, already reflects specific qualities of the 
cheese and respect for its traditional production. Making it differently, in a way that does not respect traditional 
methods, may result in a similar product but detracts from the authenticity and attributes of the final product. 
According to Marta, this production method gives the cheese unique characteristics that must be protected.

This issue is of great importance to the artisan. Nowadays, technological innovations even allow for modifying or 
adapting the flavors of cheese for different audiences through the use of flavorings, or removing the natural 
molds of the cheese (such as geotrichum candidum) using anti-mold products. While these practices might 
make the cheese more marketable, they would compromise the essence of Afuega’l Pitu cheese, which is 
defined by its unique characteristics. Marta believes that the product must remain true to its original nature. In 
fact, it is possible to clearly distinguish a cheese made according to traditional methods from one that does not 
follow these practices

Marta learned to make cheese from her mother at the family home and also from her grandmother in the nearby 
village of Cubia. Cheese had always been an integral part of her family traditions, and she views the 
transmission of this knowledge as something natural, a genuine family legacy. From a very young age, she 
became familiar with the cheese-making process. Cheese production was a family activity in which even the 
children participated, contributing to the various tasks involved in its creation.

Marta has conducted workshops on dairy products, especially butter and cheese, aimed at students from 
various schools in the area. These workshops are part of educational programs designed for primary and 
secondary school students, where the basic processes of making butter and cheese are taught, allowing 
participants to create their own product. She has not provided formal training, specific courses for professionals, 
nor has she ever had an apprentice

The main ingredient for making cheese is cow’s milk. Additionally, rennet is used in small amounts to carry out 
the milk coagulation process. No other products, such as anti-mold agents, are used, allowing the cheese to 
naturally develop its characteristic molds. Furthermore, plastic is used for packaging, along with labels.

The milk comes from local farms located in villages near the cheese factory (Llamas, Santianes de Molenes), 
where the cows are raised grazing freely outdoors. In the past, her family had their own dairy farm dedicated to 
milk production. Part of that production was used to make cheese in the family business, while the other part 
was collected by a dairy cooperative.

Currently, obtaining high-quality locally produced milk is challenging. Small dairy farms in the area are 
disappearing. Farmers prefer to produce beef cattle because these animals require less work than dairy 
farming, which demands complete dependence. Dairy farms are not profitable if they have few heads of 
livestock, and in the mid-mountain area where the homestead is located, it is not feasible to establish large-
scale dairy farms. However, within the Protected Designation of Origin lies the municipality of Tinéu, a major 
dairy production center and one of the municipalities that produces the most milk in all of Spain.

Nevertheless, their cheese production relies on dairy farming. Livestock farms are increasingly larger, and it 
could happen that they no longer supply small cheesemakers, focusing only on large cooperatives and 
distributors. Unfortunately, small farms that exclusively provide milk to small cheese factories are not viable, as 
the amount produced is too small to be profitable.
Milk is purchased from dairy centers, not directly from farmers. However, they are aware of the milk’s origin 
because the central's truck first collects the milk from producers and then delivers a portion to the cheese 
factory. If they decided to make direct purchases, they would need their own truck. The possibility of having a 
small dairy farm has also been considered, but this would require completely rethinking their model. Producing 
their own milk would be a challenging endeavor.

The cheese factory produces hardly any cheese remnants or byproducts. All the milk received is fully processed 
into cheese. No surpluses are generated that require management.
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The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.

Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.

Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences 
and pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, 
a piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish 
draining the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally 
obtained from the stomach of ruminants. However, in the past, this enzyme was also extracted from the 
intestines of pigs, which were slaughtered at home for domestic consumption during the traditional pig-
slaughtering (matanzas).

The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH 
reduction caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is 
left to rest for 24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. 
Nowadays, this process is carried out in a vat equipped with temperature control, which is maintained between 
22 and 32 degrees Celsius.

Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are 
conical in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese 
remains in this draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, 
unsalted cheese, ready for commercialization. If salted cheese is desired, a small amount of salt is manually 
added to the fresh cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with 
each cheese requiring between 2.2 and 2.5 liters of milk.

From this point, the processes vary depending on the type of cheese. For the Atroncáu blancu variety, the 
Fundamentally, two main tools are used: the mold for curdling (barreña) and the ladle for pouring the curd into 
the barreña. Additionally, many others are employed, such as the pasteurizing machine, the vat for milk 
curdling, and the maturation chamber.

They are simple tools, yet essential for the production of this historic cheese. Their importance lies in the fact 
that, without them, it would not be possible to make this cheese. Manually pouring the curd into the molds using 
the ladle is a technical gesture that has been repeated throughout history and helps to give the cheese its 
unique organoleptic properties.

Electricity is essential and is used at various stages of the process. From the start, it is utilized in refrigerated 
tanks for milk storage, in the pasteurizing machine to heat the milk, in the curdling vat to maintain a stable 
temperature, in the drying and maturation chambers, in the kneading machine, and in dehumidifiers. Currently, 
the electricity comes from the power grid, although in the future it could be sourced from renewable energy.

Marta has seriously considered this transition but faces several challenges: the cheese factory's location in a 
shaded area, the limited efficiency of solar panels, and the complex regulations for their installation. Perhaps the 
biggest issue is that the industrial refrigeration equipment requires three-phase electricity, and self-consumption 
renewable energy sources, for now, could only cover a small part of the electricity consumption. Moreover, the 
transition would require a significant investment.

The workshop is heated using an aerothermal system.

The main waste generated by the cheese factory is the whey from the milk. This could pose a problem if the 
factory were located in an urban area, as it would not be possible to dispose of it via the drainage system. Part 
of the whey is stored in tanks, as some farmers in the area use it as animal feed, while another portion is 
directed to the septic tank. The cheese factory has a large septic tank, and with a spacious outdoor plot, the 
whey—being a biodegradable product—can be filtered through the septic tank and released into the 
environment. The land has sufficient absorption capacity to manage this activity. In their case, a significant 
portion of the surplus is used as fertilizer.

The remaining waste is less significant. It is placed in trash containers for collection by the waste management 
service in Asturias.
The management of whey is one of the major challenges for artisanal cheese factories in Asturias, of which 
there are many. Various projects are being developed to find new uses for whey. However, this process would 
require centralized management involving multiple cheese factories, as a small family business cannot handle 
this task alone.

Whey also has potential applications for human consumption, such as a beverage, and in the production of 
energy drinks.

Workshop Marta works in a cheese factory located in the family home. It was founded by her parents in the 1980s and has 
undergone several renovations, expansions, and improvements over the years. Initially, they built a small facility 
next to the house. Later, around 1990, they constructed a larger, new building at the back of the house, which is 
where the cheese is currently produced. Her parents established the cheese factory when they decided to 
transition to professional cheese production.

The workshop covers an area of approximately 80 m² and is divided into a small reception room, a restroom, a 
workroom, and two chambers for maturation and storage. The workroom is equipped with a pasteurizing 
machine, a curdling vat, several work tables (for pouring the curd into molds, kneading and preparing the 
cheeses, labeling, and storage), as well as stainless steel shelves with trays to collect whey while the cheese 
remains in the molds.

Since it is a space dedicated to food production, it complies with a series of health and food regulations specific 
to the agro-industrial sector. Additionally, it has a traceability plan to prevent cross-contamination.

The Ca Sanchu cheese factory mainly produces seven products:
• Fresh cheese with salt
• Fresh cheese without salt (barreña)
• Afuega’l Pitu cheese Atroncáu blancu
• Afuega’l Pitu cheese Atroncáu roxu
• Afuega’l Pitu cheese Trapu blancu
• Afuega’l Pitu cheese Trapu roxu
• Del Horro cheese: an Atroncáu blancu cheese with a much longer maturation process, carried out in an 
elevated granary (hórreo, panera), which was the traditional drying facility.

The main objective of all this production is its commercialization, either directly or through local sales channels, 
aimed at consumption.

The original place where these cheeses were sold, and are still sold, is the Grau/Grado Market, a weekly 
outdoor market where farmers used to sell surplus from their farms. Currently, Marta and her partner, Xel, 
continue to sell their cheeses at a stall in this market, which remains one of their most popular sales channels.

Additionally, the product can be purchased in various stores across the central area of Asturias. Xel, her 
partner, is responsible for distributing the cheeses to small local shops, using a delivery van.

The only services offered are cheese transportation and distribution, as well as customer service, both in 
markets and for small businesses or distributors. Additionally, tourism-related services are provided, which will 
be detailed in the corresponding section.
Occasionally, tasting services were conducted, where cheese characteristics were explained to consumer and 
gastronomic groups, including how and at what temperature it should be consumed, and the differences 
between fresh, semi-cured, and del hórreo cheeses, among others. However, these activities are not frequent.

It caters to all types of clients, both local and international, ranging from audiences specialized in gourmet 
products to everyday consumers.

The product primarily holds the Protected Designation of Origin (PDO) as its main quality seal. It also carries the 
Queseros Artesanos de Asturias quality seal, which encompasses all artisanal cheese producers in Asturias. 
Lastly, it features the 'Alimentos del Paraíso' seal, a quality mark from the Asturian public administration aimed 
at protecting high-quality products made in Asturias (covering all kinds of food products).

It does not have an organic product label, as the milk used in its production does not hold that quality 
certification.
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Yes, they participate in tourism-related activities on different levels. The cheese factory organizes private visits 
for anyone who contacts them, whether by phone or through social media. Occasionally, owners of nearby rural 
accommodations reach out to coordinate visits with tourists, offering them as an additional activity in the area.

In collaboration with Asturias' public administration (Turismo de Asturias), they offer experiences for tourists in 
the form of open house days. During these visits, the cheese factory, the cheese-making processes, the 
production methods, and the history of Marta, her family, and the cheese are showcased. Visitors also have the 
chance to taste the products, providing an in-depth experience of an artisanal product.

However, tourism is not their main activity and does not represent a significant source of income. They have not 
considered adapting the facilities for visitors, as their primary focus remains cheese production. In contrast, 
other cheese factories are equipped with specific infrastructures for tourism, such as internal tours, observation 
windows, tastings, and other services, charging visitors for these experiences. The lack of time and availability 
prevents them from being more involved in this area.

Despite this, they have considered expanding their tourism-related activities, as the exponential growth of 
tourism in northern Spain could bring interesting benefits. They have considered holding open house events and 
activities that establish connections between the territory, the product, and society. However, they have also 
had negative experiences with certain tourists who do not appreciate the place, treating it as a leisure option for 
rainy days, similar to visiting a bar or museum. This has led them to meticulously prepare visits, only to find that 
some visitors failed to confirm or, having made a reservation, did not attend. These negative experiences have 
resulted in the cancellation of many other visits.

Tourists come from both national and international backgrounds. Their perception is that international visitors 
(British, Australian, Scottish, etc.) tend to value the setting of the cheese factory and the work carried out there 
more highly.

No vivimos del turismo. Vivimos de elaborar un producto y de venderlo. A nosotros nos genera problemas, 
como llegar tarde a los repartos, acumular cansancio, quitar tiempo de las tareas principales... No vivimos del 
turista y por tanto las visitas no están profesionalizadas. Las malas experiencias con turistas que no tienen 
interés, o que no cancelan y no avisan, nos hace reconsiderar la posibilidad de realizar visitas

Partnerships Currently, she participates in the Protected Designation of Origin (PDO) and the association of artisanal 
cheesemakers. She is not involved in co-creation spaces nor does she collaborate with other artisans beyond 
the cheesemaking sector. In the world of Afuega’l Pitu, since it is an artisanal product with few producers, 
everyone knows and collaborates with one another.

Marta does not organize events or work with other artisans, although she is open to doing so. For example, she 
would like to collaborate with Natalia, a ceramist from Woodic Cerámica (LAPONTE_PR_02), to design a 
ceramic barreña. However, the main obstacle is a lack of time. She also makes a veiled critique: often, these 
types of collaborations are more focused on social media promotion than on fostering truly fruitful and effective 
cooperation.

On the other hand, she has carried out numerous collaborations with public institutions, such as the Grau/Grado 
City Council and the University of Oviedo. For instance, she takes part in the Master's in Food program 
developed by the Faculty of Chemistry, as well as in projects from the Faculty of Business Administration, 
contributing to approximately four academic collaborations per year.

Marta is very pessimistic about the future of rural areas and the business model they have developed. However, 
she highlights several positive aspects. She always wanted to live in a rural environment and has managed to 
do so: she has settled in the village and built a house, which she considers one of the best decisions of her life. 
Nonetheless, she is skeptical of the current consumption model, as living off artisanal production is very 
challenging. She feels fortunate to have a nearby local outdoor market (Mercáu de Grau/Grado), which allows 
her to sell a large part of her production sustainably and directly to the public. However, profitability is not high; 
it provides a decent income for a couple and allows them to hire one person in the cheese factory, but it does 
not leave room for luxuries.

The capitalist consumption model focused on large retailers does not favor artisanal and high-quality products. 
Marta believes this model is largely incompatible with her smaller-scale business. Consumer habits tend toward 
mass consumption in large stores rather than supporting small producers.

She has considered the possibility of "giving in" to the tourism model as a solution, although this idea does not 
appeal to her, as she fears it would lead to the "touristification" of rural areas, stripping them of much of their 
authenticity.

Another challenge is pricing her products. Marta is committed to maintaining affordable prices so that her loyal 
customers can continue to access them. She does not want to create a luxury artisanal product exclusively for 
elites, but many people associate lower prices with lower quality. Her approach to producing quality cheese at 
an affordable price may harm her financially, but she is unwilling to make luxury goods at high costs. Moreover, 
she finds the idea of offering two differentiated product lines absurd, as she believes all consumers should enjoy 
the same product. Ultimately, this is a family business that relies on its sales.

In general, Marta feels somewhat disheartened by the evolution of society and the economy, such as the 
closure of small shops. However, she remains hopeful that younger generations will appreciate quality, artisanal 
products and small businesses while questioning franchises and current consumption models.

She acknowledges that returning to rural life is difficult and complex due to inadequate services. Physical stores 
in villages are increasingly scarce, and those that remain have limited customers. Telecommunications are poor, 
with inadequate internet access services. Additionally, logistical issues arise, such as package deliveries: 
couriers, often self-employed, avoid making deliveries to places like Ambás because traveling long distances is 
not profitable. This issue is also a consequence of the capitalist market system.

Marta concludes that rural areas are becoming a scenic backdrop for tourists, but she acknowledges that 
reversing this dynamic is a complex challenge.

“Soy pesimista, porque no veo que cambien los modelos de consumo [...] Lo artesano, el producto de calidad, 
tien un canal de venta muy limitado. Por internet, la gente no compra alimentos, acuden a centros comerciales 
grandes, donde no hay presencia del producto artesano, por muchas razones, relacionadas con el capitalismo: 
se exigen grandes volúmenes y el pago al productor es muy pequeño. [...] Nuestra filosofía de vender un 
producto de calidad a un precio asequible nos puede perjudicar. El sistema debería cambiar”
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Koordi farm, Kibeküla, Viljandi municipality, Viljandi county, Estonia
native
incomer
If incomer, when did they move and 
why?

fibre and textile crafts
woodwork
metalwork
ceramics
leatherwork 1
glasswork
other (specify) bone, horn, stone

1

Monika Hint, an alumna of the University of Tartu Viljandi Culture Academy, runs her own studio, Koordikamber, 
in Koordi farm in Viljandi county, Estonia. Collaborating with fellow artisans, local farmers, and hunters, she 
uses bone, horn, leather, wool, and other natural, often recycled materials to create products that build on and 
develop further traditional technologies. Koordikamber also offers courses and workshops. 

hello@koordikamber.ee
3725171207
https://koordikamber.ee/en, https://www.etsy.com/shop/koordikamber, https://koordikamber.blogspot.com/

https://www.facebook.com/koordikamber/
https://www.instagram.com/koordikamber/

Additional information

Monika Hint's fascination with bone material lies in its plasticity, natural tone and beauty of form. Learning about 
old techniques helps her to recognise the material and to use it in a sustainable and meaningful way. To 
preserve the naturalness of the objects, she uses the fire-water-sun method of making the pieces, i.e. heating, 
cleaning in a water drum, sanding and sun bleaching. She draws inspiration for her work from archaeological 
finds and neighbouring peoples. Still, she is most inspired by the form of the material itself, which can also be 
described as natural design. Combining bone material with other natural materials, such as plants, oils, waxes, 
and resins, allows her to create beautiful and long-lasting compositions.

Monika has been crafting since an early age as her mother was a craftswoman, and so were her grandparents 
and great-grandparents. She has learned a lot about working independently with natural materials by curiously 
experimenting. Enthusiasm, insight, theory and practical experience came from studies at the UT Viljandi 
Academy of Culture in folk textiles and the Master's programme in heritage technology. She is now trying to 
complement all this with a degree in philosophy at Tallinn University. If she would like to learn more, it would be 
something to do with natural materials, perhaps their chemical structures and properties.

Monika organises and offers courses and workshops in her studio Koordikamber, and elsewhere in Estonia. She 
has taught at the University of Tartu Arts Centre and runs internships at the UT Viljandi Cultural Academy. She 
also tries to pass on her skills to her three daughters.

Collaborating with fellow artisans, local farmers, and hunters, Monika uses bone, horn, leather, wood, stone, 
clay, wool and other natural, often recycled materials. Sourcing materials is not complex for her. She finds a lot 
of stuff lying around that could be used to make more durable and valuable objects. She likes to work on a 
material basis, i.e. if she gets a bag of leather from somewhere, she thinks of what could be made from it rather 
than the other way around. The material itself gives her ideas. So, no excess energy is spent chasing and 
stockpiling something. When one material runs out and cannot be replenished, she uses the next one, from 
which new products are born.

Monika can obtain bone material from hunters, as Category 3 animal by-products are subject to rendering. She 
calls it “forest material” because the rest of the game is usually returned to the forest. Wood, leather and similar 
materials are generally scraps from industries and other artisans. She grows the plants for dyeing himself. Any 
scrap material left over from her workshop makes her wonder what she does with it, where it goes, and what 
becomes of it. She thinks a lot about the life cycle of her products. These are everyday questions for her, so 
she needs to know where her material comes from, what will eventually become of the finished objects and how 
much she has leftovers. 

Monika sorts the waste carefully: all leftover bones are burned, and ashes and charcoal are used as fertilisers. 
She uses plants to paint her bones, horns, and wooden objects. In this way, she develops a circular and 
meaningful behaviour towards nature and production. She uses charcoal dust as a black pigment to darken the 
skin. 
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Monika has various tools - hand, water, and power tools. She prefers to use tools which she has made herself. 
She has learnt how to use the tools on her own, but she has also benefited from the help she has found on the 
internet. The tools are simple and do not require a lot of learning; for example, she made her first sheep shin 
whistle while sitting on the stairs with only a butter knife. She cherishes her mother's old sewing machine, which 
she uses daily. It is a wartime needlework machine which can sew leather and thick fabric. Monika maintains 
her tools and equipment herself. When necessary, she uses professional help to rebuild electrical equipment. 
For example, several times, she has had to take a belt sander in for repair. She does not need large and robust 
equipment for her work, and she is even afraid to work with it – these tools are not for her. 

The electricity in the workshop is shared with the farm electricity. The cost is relatively low because the 
workshop has large glass surfaces, i.e. plenty of natural outside light, and is heated by a wood stove, which is 
also used for painting or heating water. The water comes from a pump from the stream, so she tries to return it 
to the environment with as little contamination as possible, i.e. free of detergents. She uses homemade soaps 
and detergents. 

Monika sorts the waste carefully: all leftover bones are burned, and ashes and charcoal are used as fertilisers. 
She takes plant and skin waste to the composter in the yard. 

Workshop Monika`s studio is located in the yard of her farm, Koordi. It was purpose-built in 2012 as a workshop in 
connection with her master thesis, “Bone Objects: Raw Material, Production Technologies and Product 
Development”. In the cold winters, she has to put up with a cool workroom because the house is not insulated, 
but fortunately, this period is not long, and she is all the happier when the spring warmth arrives. Perhaps the 
only thing she has been dreaming of is a warm studio in winter.

Monika produces handmade bone, horn and leather products. Utilising the industrial waste materials and 
byproducts of food industry for handicraft enables her to rediscover ancient skills; exiting experiments with 
materials and methods make way for creating and developing products that are both modern and environmental 
friendly. The time needed to make an object varies widely. Some items take several years to make, with much 
trial and error. Some take an hour to make. Usually, in a very short period, when there are a lot of orders, 
several new products are produced.

For sale

Monika sells her products on her website and through her Etsy shop. She handles her marketing and promotion 
herself. It took her several years to establish a customer base. This marketing effort consumes much of her 
time. To keep her loyal customers engaged, she must develop new product ideas and respond to emails 
promptly. Additionally, she ensures that her packaging is secure and orders reach customers quickly. 

Monika offers courses and workshops.

She has repaired other people's jewellery, clothes, tools and music instruments. 

To expand her customer range, Monika aims to create new products tailored for vegans, children, and seniors. 
She remains mindful of the various individuals connected to the materials she uses, including historians, 
naturalists, environmentalists, history enthusiasts, students, homemakers, role-players, experimental 
archaeologists, teachers, shamans, and others. 

The Estonian Folk Arts and Crafts Union has recognised Monika Hint by awarding her with the Recognised 
Estonian Handicraft [Tunnustatud Eesti Käsitöö] quality mark and the OMA label which stands for using ethically 
collected and processed material from Estonian nature. She has received the price for the best product at St 
Martin`s Fair in Tallinn and artisan products Homo Faber Guide.
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She organises and offers courses and workshops in her studio and elsewhere in Estonia where people can get 
acquainted with bone, horn and leather and learn how to process and design various items—more information: 
https://koordikamber.ee/koordikambrist/opitoad-and-kursused.

Partnerships Monika Hint cooperates with other craftspeople (including, for example, blacksmiths), hunters and small-scale 
livestock keepers, exchanging experiences and exploring the availability of materials and new packaging 
options. She has corresponded with craftspeople from Germany, the Netherlands, New Mexico and Australia. 
She collaborated with the Institute of History to produce a film on whistle-making from the bone. She has 
cooperated with academia and craft centres to transmit her knowledge and skills.

For Monika Hint, the environment and conditions in Estonia are perfect for practising crafts, using natural 
materials and following the principles of the circular economy. The hardest thing is to find customers and sell 
her products. Time and time again, she finds herself asking why is she making handicrafts. The answer is 
always the same: she is a craftswoman who likes making something she knows and understands. Monika 
hopes it will educate her and her customers. It is also a way of passing on the heritage of her ancestors and 
their philosophy of life.

Kõige raske on kliente leida ja esemeid müüa, sest leian enda ikka ja jälle küsimas – miks ma seda teen? Ja 
alati vastan, sest ma olen käsitööline ja mulle meeldib valmistada midagi, mille sisu ma tunnen ja tean ning olen 
alati mõttega töö juures. Loodan, et see kasvatab mind ja ka mu kliente, lisaks kannan ja annan edasi niimoodi 
edasi oma esivanemate pärandit – nende elufilosoofiat.

Homo Faber 2024. Monika Hint. URL: https://www.homofaber.com/en/discover/monika-hint-z6cms11

Eesti Rahvakunsti ja Käsitöö Liit [Estonian Folk Art and Craft Union] 2010. [Making a needle container of bone, 
artisan Monika Hint]. URL: https://www.facebook.com/estonianfolkart/videos/luust-n%C3%B5elakoja-tegemine-
meister-monika-hint/920005255124403/

Monika Hint - Estonian Folk Art and Craft Union. URL: https://folkart.ee/monika-hint/

Raamets, Heli 2019. Eesti käsitöömeister valmistab nõelu luudest ja rahakukruid munandikottidest [Estonian 
craftsperson makes needles from bones and purses from scrotums]. - Maaleht, 12.12. URL: 
https://maaleht.delfi.ee/artikkel/88293313/eesti-kasitoomeister-valmistab-noelu-luudest-ja-rahakukruid-
munandikottidest.

Hint, Monika 2013. Luu töötlemine lamba sääreluust vilepilli näitel. – Lugusid materjalidest/Stories about 
Materials. Studia vernacula, 4. Viljandi, 58-72.

Sarv, Krista; Piiri, Reet; Rajando, Kristiina; Uus, Made; Hint, Monika; Gailit, Airi 2014. Loomast loodud. Eesti 
Rahvakunsti ja Käsitöö Liit.

All, Heleri 2020. Eesti naine valmistab luudest nii erinevaid esemeid kui ehteid [Estonian woman uses bones to 
make a variety of objects and jewellery].  -Ringvaade. ERR (Estonian Public Broadcasting). URL: 
https://eeter.err.ee/1154646/eesti-naine-valmistab-luudest-nii-erinevaid-tarbeesemeid-kui-ka-ehteid.
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General information

Musek, Anja

Age 1975

male
female 1
other

Slovene, English
Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia
native
incomer 1
If incomer, when did they move and 
why?

She moved to Škofja Loka with her family around 2010 due to high housing prices in Ljubljana. She and her 
partner also saw Škofja Loka as a city of creators and artists.

fibre and textile crafts 1
woodwork
metalwork
ceramics
leatherwork
glasswork
other (specify)

1

1

Anja Musek, a landscape architect by profession, managed her own business for several years, specializing in 
garden and park design. However, as she sought greater professional fulfillment and creative expression, she 
discovered the art of wet felting. Driven by a profound passion for the craft, she transitioned from landscape 
architecture to textile artistry, transforming her hobby into a full-time profession that seamlessly integrates 
creativity, craftsmanship, and artistic innovation.

In pursuit of a dedicated creative space, Anja and her husband (a violin maker) acquired an old house in the 
medieval town center of Škofja Loka, Slovenia. This building now accommodates her workshop where she 
designs and produces her handcrafted creations. At the entrance into the building, she has established a 
showroom and retail space, offering visitors the opportunity to explore and purchase her felted designs.
  
Under her brand AMUSE, Anja Musek specializes in the creation of high-quality, handcrafted fashion 
accessories and garments, including scarves, bags, jackets, and jewelry. Employing the technique of wet felting, 
she crafts each piece by hand, ensuring exceptional attention to detail and material integrity. 

anja@musek.eu
 +386 31 855 468
http://www.amuse.si/
https://www.facebook.com/AMUSEbyAnjaMusek
https://www.instagram.com/amusebyanjamusek/

Additional information

Felting requires specific knowledge of the properties and processing procedures of the base material - wool. 
Knowledge of the wool of different breeds of sheep is required in terms of suitability for use (coarse wool, e.g. for 
carpets, furniture pieces, slippers; finer wool for clothing and personal products).

It is necessary to know the entire production process (from conceptual design to product layout, shrinkage factor 
calculation, production of enlarged layout and templates, etc.). Design skills and a sense of aesthetics are also 
needed for high quality products.

She learned the felting technique at workshops at the DUO Škofja Loka Handicraft Centre and is now building on 
it with her own ideas. She also participates in workshops and training courses abroad. She is always looking for 
new knowledge in the field. 
Anja also conducts various wet felting workshops, offering both group sessions and individual masterclasses. 
She teaches a range of techniques, from basic to advanced, primarily in her own studio but also as part of 
programs at the Škofja Loka Craft Center. Additionally, she collaborates with local schools and educational 
institutions, introducing younger generations to the art of felting. Recently, she has also conducted a workshop 
for design faculty students, further expanding her engagement in creative education.

She works exclusively with natural fibers. As a base material, she primarily uses various types of wool, sourced 
from abroad, but also incorporates wool from indigenous Slovenian sheep breeds, though she notes that it is 
more difficult to obtain. In addition to wool, she enhances her creations with other natural fibers, such as silk, 
linen, ramie, and nettle, adding unique texture and depth to her designs. High-quality soap made from olive oil is 
also essential for her work, as it plays a crucial role in the felting process.

She sources her materials primarily from specialized companies abroad, mainly in Italy, while also obtaining a 
smaller quantity of wool locally.

In her wet felting technique and the way she works, there is no waste. Any material left over from one piece can 
be repurposed for another. She also designs all her creations according to the zero-waste principle, ensuring that 
no materials go unused. This approach extends to her seamless garments, which are crafted in a single piece, 
eliminating fabric waste entirely.
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She works exclusively with the wet felting technique, which encompasses various subcategories, including nuno 
felting, cobweb felting, 3D or relief felting, and other specialized methods.

She completes most of the work by hand, as her hands are her primary tool. However, she also uses simple tools 
such as wooden smoothers and rollers, watering cans and sponges, and felting needles to assist in the process. 
She shortens certain processes using machines adapted for new purposes. For example, she utilizes a grinding 
machine to accelerate the felting process and a specialized felting machine to enhance efficiency while 
maintaining the craftsmanship of her work.

Tools serve primarily as occasional aids in her creative process, helping to streamline or shorten certain tasks 
that would otherwise be more time-consuming or physically demanding.

She completes most of the work by hand, but shortens certain processes using electric powered machines. 

In wet felting technique and the way she works, there is no waste. 

Workshop Anja has her own workshop and store, which she has set up in an old house in the historic center of Škofja Loka. 
The workshop is a spacious area, with storage cabinets along one wall where she keeps her materials. The 
space includes two large work surfaces, where she both creates her pieces and conducts workshops. On the 
opposite side, she has a felting machine, as well as a niche with a sink, water access, and a work counter.
In the lower part of the house, she has two separate rooms—one slightly larger and the other smaller—both 
serving as her retail space, where she showcases and sells her handcrafted felted creations.

She creates a wide range of products, including handbags, scarves (in various techniques), felted soaps, 
necklaces, brooches, footwear, clothing, bowls, and artistic wall pictures.

She creates products exclusively for sale, as this is her primary source of livelihood.

She primarily sells her creations in her own store, with additional sales through online platforms and various 
shops specializing in handmade and artisan products.

In addition to selling her products, she also offers group workshops, which she regularly conducts in her own 
studio or at the Škofja Loka Craft Center. She also provides individual, multi-week workshops or masterclasses, 
available through an online platform as part of the "Vacation with an Artist" experience.
Yes, when customers purchase larger items, she provides guidance on proper care and maintenance, which 
helps minimize the need for repairs. As a result, she rarely has to make repairs, with the exception of felted 
slippers, which are the most commonly repaired items.

Her customers are primarily middle-aged women who are highly educated and financially well-situated.

All of her products carry the Art & Craft Slovenia certificate, issued by the Chamber of Craft and Small Business 
of Slovenia. Originally, this certification was intended to recognize high-quality artisan craftsmanship. However, in 
recent years, the standards and criteria have become somewhat less stringent.
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Her activity in leading individual workshops as part of the "Vacation with an Artist" program can also be seen as a 
tourism-related experience. So far, she has offered these workshops exclusively to international visitors.

Polovica žensk, ki je prišla k meni, ni vedela, kje je Slovenija, preden so do mene prišle. Tako da bi rekla lahko, 
da spodbujamo [turizem] na ta način. So prišle dejansko se k meni učit. (0:46:30)

Partnerships Anja is a member of the Chamber of Craft and Small Business and the Škofja Loka Craft Center. She is also part 
of a textile hub, where she collaborates with three other local textile artisans on group projects. Together, they 
create large-scale textile installations for festivals such as BIEN (Biennial of Contemporary Textile Art Slovenia). 
However, she notes that she has limited collaboration with local institutions or academic organizations.

Anja highlights that craftsmanship is often perceived as merely a supplementary activity for older generations 
rather than a viable profession. She points out the widespread belief that one cannot make a living from crafts, a 
perception reinforced by the education system, which does not present craftwork as a legitimate career path. 
Another challenge she identifies is that, while handcrafted products are valued, their high price often deters 
customers, as many people do not fully appreciate the time, skill, and effort required to create such pieces. She 
also highlights the challenge that artisans often struggle to find time for developing new products or enhancing 
their skills, as they lack financial compensation or support for the time invested in innovation. Since their 
livelihood depends on the continuous production and sale of their existing products, dedicating time to creative 
development and professional growth becomes difficult.

Kaj so pa problemi? Mislim, da bi morala jaz biti desetkrat več plačana za svoje delo. To je recimo moj 
problem, oseben. A to je zdaj problem, da jaz ne znam postavit cene, ne najdem kupcev ... Jaz bi morala živet 
kot največji car, a veš. Glede na to, kaj vsak dan pogruntam [inovacije, ki jih rokodelci vsakodnevno 
ustvarjajo], a veš, tako gledam. Ampak itak ni tukaj pravice na tem svetu. (1:21:50)

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/

https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215

https://www.ra-sora.si/razstava-anja-musek-amuse/
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General information

Traditional women belt
Brâu 

Romanian
Latitude 47.96676994194350
Longitude 23.69999999646070

Săpânța, Maramureș, Romania
One of the most important manifestations of traditional culture, the result of the creative effort of a whole 
community and a real brand
of identity, is the traditional/popular costume. In Maramures, the most important piece of clothing and the element 
that establishes the genesis of the Romanian folk costume is the shirt, which synthesizes the most traditional 
elements and, at the same time,
the most numerous artistic elements of ornamentation. For both man and women the belt is a defining part of the 
shirt, that beyond its functionality, simbolizes the magic protective circle. The women belt that in some areas of 
Maramures can have a length up to 4 meters it secures both the shirt and the skirt and protects the ones whom 
wears it from evil, ensuring prosperity and fertility. 

80
7

2024
Stan, Anuța 
The weaver's workshop from Săpânța, Maramureș
1

Wool dyed with vegetable colours

Locally sourced wool, vegetable colors from local plants like walnut leaves, red onions, privet for black colo

The weaver uses the loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley 
(sucală), warp (urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and after the wool 
material is hand- sewn together. 

 loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley (sucală), warp 
(urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and after the wool material is hand- 
sewn together

Function/use These items serve both a functional-utilitarian and an informational-aesthetic role.It secures the shirt and skirt of 
the costume, but it is decorative piece. 

Purpose of 
production

In this case the weaver sells these products 

Quantity The weaver cand allocate from 1 hour to 2  hours to produce such items.

Concept These items serve both a functional-utilitarian and an informational-aesthetic role.
For both man and women the belt is a defining part of the shirt, that beyond its functionality, simbolizes the magic 
protective circle. The women belt that in some areas of Maramures can have a length up to 4 meters it secures 
both the shirt and the skirt and protects the ones whom wears it from evil, ensuring prosperity and fertility.  

https://www.memoria-ethnologica.ro/wp-content/uploads/port-traditional-natalia-lazar-56-71-82-83.pdf
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Metadata

CJMM_AR_03
Noemi Ganea
CJMM_CP_02
CJMM_PR_02

yes
no 1

General information

Wool carpet
Covor de lână

Romanian
Latitude 47.96676994194350
Longitude 23.69999999646070

Săpânța, Maramureș, Romania
A decorative item used in household, it distinctive for the area of Săpânța, Maramureș.
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2024
Stan, Anuța 
The weaver's workshop from Săpânța, Maramureș
1

Wool dyed with vegetable colours

Locally sourced wool, vegetable colors from local plants like walnut leaves, red onions, privet for black colo

The weaver uses the loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley 
(sucală), warp (urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and after the wool 
material is hand- sewn together. 

Loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley (sucală), warp 
(urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and after the wool material is hand- 
sewn together

Function/use These items serve both a functional-utilitarian and a decorative item of the traditional household

Purpose of 
production

In this case the weaver sells these products 

Quantity The weaver cand allocate from 1 hour to 2  hours to produce such items.

Concept These items serve both a functional-utilitarian and an informational-aesthetic role.
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CJMM_AR_04
Noemi Ganea
CJMM_CP_02
CJMM_PR_02

yes
no 1

General information

Wool blanket
Cergă

Romanian
Latitude 47.96676994194350
Longitude 23.69999999646070

Săpânța, Maramureș, Romania
A decorative item used in household, it is  distinctive for the area of Săpânța, Maramureș, because of its 
decorative style and colors.The Cerga de Săpânța (Săpânța wool blanket) shrinks to its proper size only in the 
vâltoare (a traditional water-powered washing whirlpool), whereas other cergi (wool blankets) are further 
processed after vâltorare by being passed through a piuă (a fulling mechanism) that beats the fabric until it 
reaches a pănură (felt-like texture).

The Cerga de Săpânța is woven using four heddles with a wool warp, while other cergi may also use cotton or 
hemp warp threads in addition to wool.
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2024
Stan, Anuța 
The weaver's workshop from Săpânța, Maramureș
1

Wool dyed with vegetable colours

Locally sourced wool, vegetable colors from local plants like walnut leaves, red onions, privet for black colo

The weaver uses locally sourced wool in the loom (război de țesut) then the  reel (crâng/vîrtelniță), carder 
(rășchitor), sley (sucală), warp (urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and 
after the wool material is hand- sewn together 

 loom (război de țesut) more that 100 years old, reel (crâng/vîrtelniță), carder (rășchitor), sley (sucală), warp 
(urzoi), spindle (fuse), spinning wheel for a thicker type of wool (drugă/fuior) and after the wool material is hand- 
sewn together

Function/use These items serve both a functional-utilitarian and a decorative item of the traditional household, it can be used as 
a blanket, but also as a carpet.

Purpose of 
production

In this case the weaver sells these products 

Quantity The weaver can allocate several days, depending on the complexity to finish a cergă.

Concept These items serve both a functional-utilitarian and an informational-aesthetic role.

https://www.sapantamaramures.ro/cergile-cresc-copiii-din-sapanta/
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CJMM_AR_05
Noemi Ganea
CJMM_CP_03
CJMM_PR_03

yes
no 1

General information

Beaded collar
Zgărdan

Romanian 
Latitude 47.92891413
Longitude 23.89242328

Sighetu Marmației, Maramureș, Romania
By definition, the zgărdan is a narrow band adorned with multicolored beads, either woven or braided, worn by 
girls around the neck or by men on their hats.

58
2

2024
Bârlea, Pălăguța
The artisan during her clasess at the folk art school in december 2024

beadwork
glass beads, metal fastenings

from specialized shops, not locally sourced

A fine beading needle (acul pentru mărgele) or a  a weaving loom (război mic pentru țesut mărgele, optional) is 
used to arrange the beads, then the clasps or ribbon for fastening (închizători sau panglică) are attached.

Small, multicolored glass beads (mărgele policrome)
Strong thread or nylon fishing line (ață rezistentă)
A fine beading needle (acul pentru mărgele)
A weaving loom (război mic pentru țesut mărgele, optional)
Clasps or ribbon for fastening (închizători sau panglică)

Function/use They are decorative, colorful motifs are specific for young girls, while monochromic is specific for mature women 
or widows. For man the beads must be colorful so that the hat is rich in decorations.

Purpose of 
production

In this case the artist sells these products 

Quantity The artist can allocate from a few minutes to a whole day, depending on the complexity of the model.

Concept It is a decorative item, used in moemnts of celebrations: festive days, hollidays, weddings,etc
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ESPTOR_AR_01
Olaya Alonso López
ESPTOR_CP_01
ESPTOR_PR_01

yes
no 1

General information

Wooden plate
Tachadeira

Spanish, Asturian, Tixileiru
Latitude 42.959326
Longitude -6.644387

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
Wooden plate with a raised center, like a small cutting board.

Tachadeira (in asturianu -local dialect-, also known as Trilladeira in neighboring regions or Tajadera in Spanish) / 
Wooden bowl called Tachadeira (no English translation)

2021
García, Víctor
Workshop: La Guarida del Cunqueiro

1

Wood, birch

Local wood: Parque Natural de Cangas del Narcea, Ibias y Degaña

Pedal lathe

Chainsaw, axe, pedal lathe, gouges, and sandpaper

Function/use The "Tachadeira" is a beautifully handcrafted wooden piece made with an ancient foot-powered lathe, a technique 
passed down through generations in the Cunqueiros region, between Ibias and Degaña. The name "Tachadeira" 
comes from "tachada," meaning a slice of meat, as it was originally used for slicing. This practical item features a 
wooden block in the centre, serving as a cutting board for cured meats, cheeses, or vegetables, and can also be 
used to serve food. Besides its unique crafting process, the Tachadeira carries the history of a culture focused on 
making household items, including bowls, as part of a set called "tixela." This is why the people who practiced this 
craft in the villages of Trabau, Il Curralín, Il Bao, and Astierna were known as "tixileiros" or "cunqueiros".

Purpose of 
production

For sale

Quantity It takes about 3 to 4 hours to make the piece, in addition to the time required for felling and drying

Concept It is one of the most famous, well-known, and interesting pieces of Cunqueiro craftsmanship and is part of the 
tixela.
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Olaya Alonso López
ESPTOR_CP_01
ESPTOR_PR_01

yes
no 1

General information

Wooden bowl
Cachu

Spanish, Asturian, Tixileiru
Latitude 42.959326
Longitude -6.644387

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
A small wooden bowl

2023
García, Víctor
Workshop: La Guarida del Cunqueiro

1

Wood, birch

Local wood: Parque Natural de Cangas del Narcea, Ibias y Degaña

Pedal lathe

Chainsaw, axe, pedal lathe, gouges, and sandpaper

Function/use The cachu is a small wooden bowl used for serving and drinking wine

Purpose of 
production

As a souvenir for the first edition of the "Cachu Fest" a arts and crafts festival in Trabáu, Degaña. 

Quantity It takes about 45 minutes to one hour to make the piece, in addition to the time required for felling and drying.

Concept It is part of the tixela, one of the easiest, fastest, and cheapest pieces to make in the entire tixela. And for that 
reason, it is one of the pieces that Víctor makes the most.
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ESPTOR_AR_03
Olaya Alonso López
ESPTOR_CP_01
ESPTOR_PR_01

yes
no 1

General information

Sugar bowl with a spoon
Cimbreira" variation

Spanish, Asturian, Tixileiru
Latitude 42.959326
Longitude -6.644387

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
A wooden bowl with a lid, the lid has a hole to allow the wooden spoon to come out. It is a variation of the 
cimbreira (which served as a hermetic container) for a different use. In this case, the lid still fits, but it is no longer 
hermetic due to the hole for the spoon to come out.

2022
García, Víctor
Workshop: La Guarida del Cunqueiro

1

Wood, birch

Local wood: Parque Natural de Cangas del Narcea, Ibias y Degaña. 

Pedal lathe and Hand-carved with gouges

Chainsaw, axe, pedal lathe, gouges, and sandpaper

Function/use The cimbreira was originally designed to store food, keeping it protected and hermetically sealed to guard against 
insects and temperature, helping it last longer. In this case, it is a variation where the lid and the bowl still fit 
together (which is the most difficult part), but a hole has been left to insert a wooden spoon, also hand-carved. 
This allows the piece to function as a modern sugar bowl, or as we understand a sugar bowl today.

Purpose of 
production

To keep home

Quantity It takes about 4 hours to make the piece, in addition to the time required for felling and drying.

Concept A free, personal, and artistic variation within the concept of tixela and the domestic use of the pieces, creating a 
piece with a more contemporary style. It speaks to the creative freedom of the practitioner while respecting the 
logic of the craft, as he himself explained in the interview.
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Olaya Alonso López
ESPTOR_CP_01
ESPTOR_PR_01

yes
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General information

Keychain
Llavero

Spanish, Asturian, Tixileiru
Latitude 42.959326
Longitude -6.644387

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
A small decorative wooden piece, spherical in shape, adapted to be a keychain, as a souvenir.

2024
García, Víctor
Workshop: La Guarida del Cunqueiro

1

Wood, birch

Local wood: Parque Natural de Cangas del Narcea, Ibias y Degaña

Pedal lathe and Hand-carved with gouges

Chainsaw, axe, pedal lathe, gouges, and sandpaper

Function/use The main function of a keychain is to serve as an accessory to organize and keep keys together, making them 
easier to carry and preventing them from getting lost. In this case, it is a small and inexpensive version of the 
cunqueira craft that allows visitors to take home a sample without spending too much. The keychain is a miniature 
cimbreira, made in a single piece, so that the lid and the bowl do not separate.

Purpose of 
production

To keep home or to sell

Quantity It takes about 1 hours to make the piece, in addition to the time required for felling and drying.

Concept Artistic exploration of other uses and variations of the tixela within the logic of the traditional craft itself.
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ESPTOR_AR_05
Olaya Alonso López
ESPTOR_CP_01
ESPTOR_PR_01

yes
no 1

General information

A wooden shoe
Madreña

Spanish, Asturian, Tixileiru
Latitude 42.959326
Longitude -6.644387

El Bao (Il Bau) and Sisterna (Astierna) in Ibias; El Corralín (El Curralín) and Tablado (Trabáu) in Degaña (Asturias, 
A madreña is a traditional wooden clog from Asturias, designed to protect the feet from the mud and wet 
conditions of rural life in the region. Traditionally made from wood, they were used by farmers, shepherds, and 
workers in the countryside, offering a practical solution for walking in harsh weather conditions.

In this case, the madreña is a small-sized variation, intricately engraved with the cross from the flag of Asturias 
and the tourist logo of the region. This version is designed as a souvenir or gift, combining the traditional 
craftsmanship of the madreña with regional symbols, making it a meaningful and unique keepsake for visitors to 
Asturias.

2021
García, Víctor
Workshop: La Guarida del Cunqueiro

1

Wood, birch

Local wood: Parque Natural de Cangas del Narcea, Ibias y Degaña

Pedal lathe and Hand-carved with gouges

Chainsaw, axe, pedal lathe, gouges, and sandpaper

Function/use Decorative

Purpose of 
production

To keep home or to sell

Quantity It takes about 3 to 4 hours to make the piece, in addition to the time required for felling and drying.

Concept Diversification of the items they offer from their wood production
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LAPONTE_AR_01
Carmen Pérez Maestro
-
LAPONTE_PR_01

yes
no 1

General information

Vase from the EDRA collection

Spanish
Latitude 43.461389
Longitude -6.039444

El Valle, Candamo, Asturias, Spain
It is an open, elongated, geometrically shaped vessel. It has faceted walls and a white glaze on
the outside with scattered coloured spots.

10
17,5
23
2020s
Suárez, Natalia 
El Valle, Candamo, Asturias, Spain

1

earthenware

unknown origin.

Digital creation of prototype with Rhino software, 3D printing of prototype in plastic, manufacture of plaster mould, 
casting of white clay to make the object. This piece is made by joining two prototypes. Once baked, the piece 
goes back into the oven to be glazed.

Computer, 3D printer, plaster moud and a potter's kiln

Function/use Decorative, flower vase, liquid vase.

Purpose of 
production

As an art piece for exhibiting and for sale.

Quantity The craftswoman has made a small serial production.

Concept It is a piece designed looking for new geometric silhouettes, which are impossible or very difficult to achieve 
manually, which also wants to show the trace of the machine as a visible texture on the skin of the ceramic that is 
combined with traditional aesthetics.

https://woodic.es/edra-collection/

https://nexodos.art/natalia-suarez-en-re_hacer/
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Metadata

LAPONTE_AR_02
Carmen Pérez Maestro
-
LAPONTE_PR_01

yes
no 1

General information

Vase from the EDRA collection

Spanish
Latitude 43.461389
Longitude -6.039444

El Valle, Candamo, Asturias, Spain
It is an open and geometrically shaped vessel. It has faceted walls and a pink engobe on the outside with 
scattered coloured spots.

9
6,5
13,5
2020s
Suárez, Natalia 
El Valle, Candamo, Asturias, Spain

1

earthenware

unknown origin.

Digital creation of prototype with Rhino software, 3D printing of prototype in plastic, manufacture of plaster mould, 
casting of white clay to make the object. Then it is baked in an oven

Computer, 3D printer, plaster moud and a potter's kiln

Function/use Decorative, flower vase

Purpose of 
production

As an art piece for exhibiting and for sale.

Quantity The craftswoman has made a small serial production.

Concept It is a piece designed looking for new geometric silhouettes, which are impossible or very difficult to achieve 
manually, which also wants to show the trace of the machine as a visible texture on the skin of the ceramic that is 
combined with traditional aesthetics.

https://woodic.es/edra-collection/

https://nexodos.art/natalia-suarez-en-re_hacer/
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What is the object made of/from?

Where did materials for making the object come from?

Material

How was the object made?

What tools were used for making the object?
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Metadata

LAPONTE_AR_03
Carmen Pérez Maestro
-
LAPONTE_PR_01

yes
no 1

General information

Plaster mould for the Edra collection

Spanish
Latitude 43.461389
Longitude -12.078888

El Valle, Candamo, Asturias, Spain
Two-piece mould consisting of two hollow pieces that fit together. They are rigid and symmetrical pieces. It is 
made of plaster. 

10
20
28
2020s
Suárez, Natalia 
El Valle, Candamo, Asturias, Spain

1
Plaster 

unknown origin

Mold made from a prototype crafted in plastic. Mix the plaster with water in the container. Pour the mixture over 
the prototype inside a containment box. Allow the plaster to set (harden). Carefully remove the prototype and 
polish the mold.

Mixing container, mixing spatula, plastic prototype, brush or paintbrush, knife, spatula or chisel, containment box.

Function/use Mold for creating a ceramic object

Purpose of 
production

Tool

Quantity One piece per shape

Concept It has not been recorded.

https://woodic.es/edra-collection/

https://nexodos.art/natalia-suarez-en-re_hacer/
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LAPONTE_AR_04
Carmen Pérez Maestro
LAPONTE_CP_01
LAPONTE_PR_02

yes
no 1

General information

Vessel to drain the whey from the cheese
Quesera

Spanish
Latitude 43.35593468
Longitude -5.794166704

Object made in Faro but currently stored in the library of the Cultural Factory in Avilés.
Black ceramic vessel, made on a foot-powered wheel, with a smooth and blackened surface. It has a truncated-
conical shape, with the base diameter smaller than the mouth, which is completely open. The walls and base 
feature circular perforations.

14,5
8,5
11,5
Unknown
Uncnown
Faro, Asturias, Spain

1

Clay and water

Faro, Asturias

Made with black clay, shaped on a pedal-powered wheel, and its surface smoothed with a leather cloth. The walls 
are pierced with a punch. The kiln used is the "open kiln." It consists of two parts: the firing chamber, where the 
pieces are stacked, and a boiler in which the fuel is introduced. A characteristic of Faro kilns is that they are 
always oxidizing and reach temperatures of 1,100º, as is the case with this black ceramic to drain the whey from 
the cheese.

Foot-powered potter's wheel, cutting thread, specific tools for pottery (small wooden tools, knife, and punch), 
"trapadoiro" (leather cloth used to shape the rim of the vessel), and kiln.

Function/use To drain the whey from the cheese

Purpose of 
production

Domestic, cheese production for sale.

Quantity The number of objects produced in the same batch as the one presented is unknown, but they were made in 
series, meaning many identical ones were created.

Concept Livestock farming and cheese production

Media (image)

Photo LAPONTE_AR_04(01).jpeg, LAPONTE_AR_04(02).jpeg, LAPONTE_AR_04(03).jpeg

Technique

fibre and textile crafts

Size (in cm) length
width
height

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to practitioners

If yes, specify what AI tools were used and how

Name of the object in English
Alternative name(s). Name(s) of the object in local language(s) (emic terms, what 
practitioners call it)

Name

Were any AI tools used to complete the entry?AI tools

Language(s)

File name(s)

How is the object related to cultural practices, local customs, beliefs, values, ideologies, 
one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?

What is the function of the object?

woodwork
metalwork

Location GPS

Craft
Place

Name

Description

Dating
Maker/creator

Documentation and research
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LAPONTE_AR_05
Carmen Pérez Maestro
LAPONTE_CP_01
-

yes
no 1

General information

Cider jar
Xarra para sidra

Spanish
Latitude 43.355833
Longitude -5.794167

Object made in Faro but currently stored in the library of the Cultural Factory in Avilés.
A one-handle jug that starts from the neck and ends at the widest part of the body. It has a trilobate lip, with a 
wide neck that narrows as it joins the globular body. The body tapers down to a circular base. This piece is made 
using a slow wheel and is glazed in white with yellow and green painted decoration. It features a yellow band 
flanked by green lines around the edge and lower part of the body. In the central area of the body, three identical 
representations of the Bird-Fish are painted.

12
8
26

José Manuel Vega, Selito
Faro, Asturias, Spain

1

Red clay, warter, tin glazes and oxide pigments.

The clay is from Faro and the glases an pigments actually are industrial.

Made with red clay, shaped on a pedal-powered wheel, and its surface smoothed with a leather cloth. The walls 
are pierced with a punch. The kiln used is the "open kiln." It consists of two parts: the firing chamber, where the 
pieces are stacked, and a boiler in which the fuel is introduced. After the first firing, it is taken out of the kiln to be 
glazed and painted, after which it is placed back in the kiln.

Foot-powered potter's wheel, cutting thread, specific tools for pottery (small wooden tools, knife),brush for 
applying the pigments and kiln.

Function/use Jug for holding liquid, specifically cider

Purpose of 
production

For sale

Quantity The number of objects produced in the same batch as the one presented is unknown, but they were made in 
series, meaning many identical ones were created.

Concept Tradicional Faro pottery and Asturian cider culture

de Aldecoa, E. I. (1985). La cerámica vidriada de Faro: motivos decorativos. Liño: Revista anual de historia del 
arte, (5), 235-246.
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Metadata

LAPONTE_AR_06
Carmen Pérez Maestro

LAPONTE_PR_01
yes
no 1

General information

Lamp
Lámpara

Spanish
Latitude 43.46149011
Longitude -6.039433675

El Valle, Candamo, Asturias, Spain
Object designed by the artist in which molded ceramics techniques are combined with basketry work.

30
57
22
2024
Suárez, Natalia; González, José
El Valle, Candamo, Asturias, Spain
1

1

Clay and vegetal fiber

Local vegetal fiber and clay of unknown origin.

In this piece, marrow basketry is interwoven with  a ceramic element, featuring a distinct geometric pattern.White 
clay, wheel-thrown with a metal strip, perforated, and stitched with vegetal fiber and natural marrow.

hands and a metal strip

Function/use a lamp

Purpose of 
production

an art piece for exhibiting

Quantity single object

Concept It symbolizes the connection between earth and art, the union of two artisanal techniques that, though different, 
complement each other in an organic and harmonious way.
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LAPONTE_AR_07
Carmen Pérez Maestro
LAPONTE_CP_02
LAPONTE_CP_02

yes
no 1

General information

Pendant "Rosette of Oviedo"
Rosetón de Oviedo

Spanish
Latitude 43.480178
Longitude -5.434231908

Villaviciosa, Asturias, Spain
A circular pendant made of silver and jet. The central part of the jet features an ornamental circular design with a 
pattern associated with the Gothic rosette of the Oviedo cathedral

6,1 (diameter)
6,1 (diameter)

2018
Pérez, María
La Madrera, Asturias, Spain

1

jewellery making
silver and jet

The jet is local, but the silver is foreign (Mexico, Peru, China…)

The techniques used to make the object are sanding, drilling, cutting, carving, and polishing. It is then set into the 
silver ring

The main tools used have been the drill and the fret saw

Function/use It is a double-sided pendant

Purpose of 
production

For exhibition and to showcase the craftsmanship of the artisan

Quantity Only one piece was made; it is a unique piece

Concept The object is related to the traditional jet work, but also, due to its shape and iconography, to Asturian medieval 
culture

https://www.youtube.com/watch?v=m1hV1Oz1jHY
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LAPONTE_AR_08
Carmen Pérez Maestro
LAPONTE_CP_02
LAPONTE_PR_03

yes
no 1

General information

Pendant "Marine"
Marine

Spanish
Latitude 43.480178
Longitude -5.434231908

Villaviciosa, Asturias, Spain
A unique piece where the carved and polished jet serves as the base, while the black opal set in silver hangs from 
its side, achieving a sophisticated and artisanal design.

85
15

Pérez, María
La Madrera, Asturias, Spain

1

jewellery making
Silver, jet and opalo

The jet is local but the silver and the opalo are foreing

Cutting and Mechanical Shaping of Raw Jet:
The jet piece is cut with a diamond disc saw, giving it an approximate shape. Then, a tungsten carbide bur or 
rotary tools are used to define the final shape, removing excess material and refining the details. Finally, the piece 
is sanded with coarse to fine grit sandpaper to smooth the surface and prepare it for polishing.Preparation of the 
Polished Black Opal: A polished black opal is selected with a suitable shape to be set in the silver ring. Using 
coated-tip pliers or a nylon hammer, light pressure is applied to secure the opal in place. Assembly and Final 
Finishing: A hole is drilled on one side of the jet piece to attach the ring with the black opal, and a small silver 
jump ring is used to allow the ring to move freely.

Diamond disc saw or Dremel, Tungsten carbide files and burs, Sandpapers of various grits (coarse to fine), 
Jewelry pliers with coated tips, Nylon or rubber hammer, Jeweler's loupe

Function/use Pendant

Purpose of 
production

For sale

Quantity one, she makes unique pieces

Concept The piece is associated with the Asturian tradition of jet craftsmanship and its use in women's jewelry

Media (image)

Photo LAPONTE_AR_08(01).jpeg, LAPONTE_AR_08(02).jpeg

Technique

fibre and textile crafts

Size (in cm) length
width
height

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to practitioners

If yes, specify what AI tools were used and how

Name of the object in English
Alternative name(s). Name(s) of the object in local language(s) (emic terms, what 
practitioners call it)

Name

Were any AI tools used to complete the entry?AI tools

Language(s)

File name(s)

How is the object related to cultural practices, local customs, beliefs, values, ideologies, 
one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?

What is the function of the object?

woodwork
metalwork

Location GPS

Craft
Place

Name

Description

Dating
Maker/creator

Documentation and research

What is the object made of/from?

Where did materials for making the object come from?

Material

How was the object made?

What tools were used for making the object?
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LAPONTE_AR_09
Carmen Pérez Maestro
LAPONTE_CP_02
LAPONTE_PR_03

yes
no 1

General information

Pendant
Colgante

Spanish
Latitude 43.480178
Longitude -5.434231908

Villaviciosa, Asturias, Spain
Double-sided pendant in which a carved jet piece with a traditional Asturian design is set in a repoussé silver 
piece representing the Asturian mountains

3,5
2
0,5
2020s
Pérez, María
La Madrera, Asturias, Spain

1

jewellery making
Jet and silver

Jet is local and silver foreign

Cutting and Mechanical Shaping of Raw Jet:The jet piece is cut with a diamond disc saw, giving it an approximate 
shape. Then, a tungsten carbide bur or rotary tools are used to define the final shape, removing excess material 
and refining the details. Finally, the piece is sanded with coarse to fine grit sandpaper to smooth the surface and 
prepare it for polishing. A silver sheet of the appropriate thickness is chosen for repoussé and setting. The silver 
sheet is cleaned and cut with a jeweler's saw or shears. The design is transferred onto the silver using a burin or 
fine punch. A structure is formed in the repoussé silver to hold the jet stone.

Diamond disc saw or Dremel, Tungsten carbide files and burs, Sandpapers of various grits (coarse to fine), 
Jewelry pliers with coated tips

Function/use Jewelry

Purpose of 
production

For sale

Quantity One, one, she makes unique pieces

Concept The piece is associated with the Asturian tradition of jet craftsmanship and its use in women's jewelry
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MN_AR_01
Rebeca Franco Valle
MN_CP_01, MN_CP_02

MN_PR_01
yes
no 1

General information

Full Storm yarn skein, raw color
Full Storm ullnøste rå farge

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
Yarn skein made out of Gammalnorsk sheep breed from the Lofoten islands, raw color.

2024
Lie, Ragnhild (Lofoten Wool)
Stamsund, Vestvågøy, Nordland
1

Gammalnorsk sheep wool

Lofoten islands

Spinning, industrial spinning. The wool is sorted out from the sheep of the local farmers, selecting the kinds of 
wool according to the desired textiles the yarn will be more adecuate for. Then is sent to the wool mill to clean it, 
comb it and spin it, after which it returns to Stamsund, to the Lofoten wool headquarters. There, the yarn is 
unwinded and made into skeins for selling

Industrial washing machine, industrial comb, and industrial spinning machine. Unwinded in the worshop.

Function/use For making textile objects by knitting, crochet, needle binding or other techniques

Purpose of 
production

For sale

Quantity Small production

Concept The use of local wool from old sheep breeds that are adapted to the climate and landscape as a way of preserving 
animals that pre-date industrialized production, makes customers feel more connected with the culture and the 
land. Both the tourists who look for an exclusive, locally made and usable souvenir, and the people who buy the 
yarn to craft their clothes look for the feeling of doing something good for the planet and the local economy. The 
branding of the wool also refers to elements of cultural interest, landscape and climatic characteristics of the 
region using suggestive names and photographs.

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,
https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 
Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.
Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.
Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.
Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.
Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra
Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.
Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.
Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.
https://www.norskebilledkunstnere.no/
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General information

Grey seagul skein
Gråmåke nøste

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
Yarn skein made out of Kvit Sau sheep breed from the Lofoten islands. It is dyed using local reinfann (Tanacetum 
vulgare). Double thread yarn, 315m pr. 100g.

26
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2024
Lie, Ragnhild (Lofoten Wool)
Stamsund, Vestvågøy, Nordland
1

Hvitsau sheep wool, cochineal (Tanacetum vulgare)

Lofoten islands

Spinning, industrial spinning. The wool is sorted out from the sheep of the local farmers, selecting the kinds of 
wool according the desired textiles that the yarn will be more adecuated for. Then is sent to the wool mill to clean 
it, comb it and spinn it, after which it returns to Stamsund, to the Lofoten wool headquarters. There, the yarn is 
died and made into skeins, tagged and prepared for selling. 

Industrial washing machine, industrial comb, and spinning machine. Hand dyed with traditional techniques.

Function/use For making textile objects by knitting, crochet, needle binding or other techniques

Purpose of 
production

For sale

Quantity Small production

Concept The use of local wool from old sheep breeds that are adapted to the climate and landscape as a way of preserving 
animals that pre-date industrialized production, makes customers feel more connected with the culture and the 
land. Both the tourists who look for an exclusive, locally made and usable souvenir, and the people who buy the 
yarn to craft their clothes look for the feeling of doing something good for the planet and the local economy. The 
branding of the wool also refers to elements of cultural interest in the area using suggestive names and 
photographs. In this case, the name of the yarn refers to the local heather that grows in abundance on the 
Norwegian Coasts. The European species of the Cochineal has been used for coloring wool yarn for centuries, as 
far back as the Viking Age (800-1150 AD).

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,
https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 
Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.
Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.
Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.
Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.
Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra
Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.
Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.
Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.
https://www.norskebilledkunstnere.no/
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yes
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General information

Norwegian knit sweater "Field Crop"
Norsk strikkegenser "Markens Grøde"

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
Sweater made out of local wool, using raw color yarn, and plant-dyed yarns. 

2024
Mona (Lofoten Wool)
Stamsund, Vestvågøy, Nordland
1

Lofoten Hvitsau wool

Vestvågøy, Nordland

Hand-knitting, stockinette for the main body and rib stitch for the cuffs and neckline. Traditional patterns, but in a 
new twist. Pattern from the Faroe Island (Farøeværing) . Islender Johannes . Rettstrikk or glattstrikk, branbørd, 
bolen (belly) ett ermea (arms). Barestikke (yoke) rundtbarestikke came in the 50's. The other sweater raglan with 
trapezoidal stitches. 

Cable needles, and double-pointed needles.

Function/use Wearable, clothing

Purpose of 
production

For sale

Quantity Made by customer request / bespoken 

Concept The use of local wool from old sheep breeds that are adapted to the climate and landscape as a way of preserving 
animals that pre-date industrialized production, makes customers feel more connected with the culture and the 
land. Both the tourists who look for an exclusive, locally made souvenir, and the people who buy the yarn to craft 
their clothes look for the feeling of doing something good for the planet and the local economy. The branding 
names of the wool also refer to the evocating cultural and natural elements of the region.

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,
https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 
Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.
Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.
Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.
Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.
Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra
Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.
Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.
Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.
https://www.norskebilledkunstnere.no/
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yes
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General information

Indigo Shwall
Indigo Sjal

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
A square-shapen woven shall made out of locally sourced wool from the Lofoten Islands, died with Indigo.

210
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2024
Lie, Ragnhild (Lofoten Wool)
Stamsund, Vestvågøy, Nordland
1

Sheep wool

Lofoten Islands

Woven wool

Automatized loom, outsourced. The wool is woven into a large piece of fabric in a weaving factory and then sent 
back to the headquarters in Stamsund. There the fabric is cut into the desired size for a shall, the hems are 
secured and the tag is put into it. The resulting fabric is the hand-died at the workshop in Stamsund.

Function/use Wearable, clothing.

Purpose of 
production

For sale

Quantity Small scale

Concept The use of local wool from old sheep breeds that are adapted to the climate and landscape as a way of preserving 
animals that pre-date industrialized production, makes customers feel more connected with the culture and the 
land. The landscape also benefits from traditional ways of sheep herding, that do not use any chemically-
produced fertilizers. For sheep farmers, this is a way out for the derivate of their main industry. The hand-knitted 
sweaters from Lofoten wool Both the tourists who look for an exclusive, locally made and usable souvenir, and the 
people who buy the yarn to craft their clothes look for the feeling of doing something good for the planet and the 
local economy. The branding names of the wool also refer to the evocating cultural and natural elements of the 
region.

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,
https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 
Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.
Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.
Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.
Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.
Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra
Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.
Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.
Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.
https://www.norskebilledkunstnere.no/
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General information

Sweater Islender Johannes Folgerø
Genser Islender Johannes Folgero

Norwegian
Latitude 68.14905567
Longitude 13.76225157

Stamsund, Lofoten, Norway
Sweater Inspired by the historical photo of the North-Norwegian fisherman Johanner Folgerø. The pattern desing 
became popular from the charismatic photo of the fisherman. These photos were taken on the occasion of the 
fishing exhibition in Bodø in 1904. The organizers wanted a photograph of a typical northern Norwegian fisherman, 
for use in marketing. The photographer Louise Engen from Bodø took the photos with Johannes Folgerø from 
Sandnessjøen as a model. He was 52 years old at the time, a fisherman and a well-known seiner, originally from 
Finnås in Hordaland. Folgerø had probably moved to Helgeland around 1870, in connection with the rich herring 
fishery. After a period on Dønna, where he also married, the family settled in Sandnes in Sandnessjøen. Around 
1893, Folgerø bought a seiner together with merchant Otto Koch in Bodø. The photos belong to the museum's 
Lillegaard collection. Lofoten wool has taken this traditional knitting pattern and transformed into its own design, 
giving a new ligth to the emblematic design. The origin of the pattern is probably from the Feroe islands, since it 
was from there where many Norwegian fisherman got their sweaters at the end of the 19th and beginning of the 
20th centuries. The Faroe Islands where great exporters of knitted goods to Scandinavia, but the history of this 
sweater needs to be researched in depth, something Ranghild is looking forward to do. 
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2024
Lie, Ragnhild (Lofoten Wool)
Stamsund, Vestvågøy, Nordland
1

Norwegian white sheep

Stamsund, Lofoten

Machine

3D zero waste knitting machine

Function/use Dressing, garnment

Purpose of 
production

For sale

Quantity small

Concept The pattern desing became popular as "islander" sweater worn by norwegian fishermen at the beginning of the 
20th century, and became part of one of the traditional knitting desings. Lofoten wool desing is based of the 
photos taken to the fisherman Johannes Folgerø. These photos were taken on the occasion of the fishing 
exhibition in Bodø in 1904. The organizers wanted a photograph of a typical northern Norwegian fisherman, for 
use in marketing. The photographer Louise Engen from Bodø took the photos with Johannes Folgerø from 
Sandnessjøen as a model. He was 52 years old at the time, a fisherman and a well-known seiner, originally from 
Finnås in Hordaland. Folgerø had probably moved to Helgeland around 1870, in connection with the rich herring 
fishery. After a period on Dønna, where he also married, the family settled in Sandnes in Sandnessjøen. Around 
1893, Folgerø bought a seiner together with merchant Otto Koch in Bodø. The photos belong to the museum's 
Lillegaard collection. Lofoten wool has taken this traditional knitting pattern and transformed into its own design, 
giving a new ligth to the emblematic design. The origin of the pattern is probably from the Feroe islands, since it 
was from there where many Norwegian fisherman got their sweaters at the end of the 19th and beginning of the 
20th centuries. The Faroe Islands where great exporters of knitted goods to Scandinavia, but the history of this 
sweater needs to be researched in depth, something Ranghild is looking forward to do. 

https://lofoten-wool.no/en

https://www.nibio.no/prosjekter/amazing-grazing-baerekraftig-kjott-og-ull-fra-sau-som-beiter-i-norsk-
utmark?locationfilter=true

https://www.smabrukarlaget.no/aktuelt/bonde-og-smaabruker/,
https://www.norskekunsthandverkere.no/kunstnerregister/ragnhild-lie

https://husflid.no/

https://www.utdanningsforbundet.no/

https://www.bondelaget.no/

Esther Haukeland, Innføring til plantefarging. Cappellen, 1982.

Animalia: Norwegian wool Standard. https://www.animalia.no/no/Dyr/ull-og-ullklassifisering/norsk-ullstandard/ 
Beder, Nicolina J., Seyður Ull Tøting . SPF. Sprotin, 2010.
Flååt, Inger. Votter i Namdalen. Nauma Husflidslag, 2010.
Grimstad, Ingun K. and Sårdal, Tone t. Norsk Strikkehistorie. Vormedal Forlag. 2018.
Grimstad, Ingun K. and Sårdal, Tone T. Ren ull. Aschehoug, 2013.
Hrútaskrá. https://www.rml.is/is/kynbotastarf/saudfjarraekt/hrutaskra
Joensen, Robert. Seyðabókin. SPF. Sprotin, 2015.
Johnston, Elizabeth and Juuhl, Marta K. The warp-weighted loom. Kljásteinavefstadurinn: kljásteinar klingja. 
Oppstadveven: klingande steinar. Skald, 2016.

Kjellmo, Ellen. Båtrya i gammel og nyt tid . Orkana, 1996.
Sundbø, Annemor. Usynlege Trådar i Strikkekunsten. Samlaget, 2006.
https://www.norskebilledkunstnere.no/
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General information

Sitting small cormonrant with brass colour
Sittende liten skarv med messing farge

Norwegian
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
Metal sculpture of a cormorant, a native seabird in Lofoten. The bird is sitting on a naturally rounded stone, looking 
upwards with its peek towards the sky. The sculpture has a brass shine, by brushing brass ontot the hot surface.

The form is an alternative to the well-known king cormorant sculpture, that is a "signiture" product from the 
Blacksmith in Sund, and is one of the oldest hand crafted memorabilia still in producation from Lofoten.

That version is very like the famous cormorant sculpture, King Olav V. recieved in 1963 from the previous 
blachsmiht of Sund. 

7
9
15
2024
Mørkved, Tor-Vegard

1

Metal (steel), natural stone

Tor-Vegard purchases the metal from a distributor in Harstad, the stones are havested by Tor-Vegard himfelf  in 
Finnmark. 

The object was hot, and warm forged by Tor-Vegard, then fastened onto a piece of stone. In details: the 
practitioner cut a piece of the choosen thickness of a steel round bar. He put the piece of metal the middle of the 
fire in the forge. After a few minutes he took it out with a pair or pliers and formed it with the help of a machine 
hammer. That gave a rough form of a bird to the metal. He carried on forming the figure with a hand hammer on 
an anvil.  He glues the finished bird figure onto a grinded sone, with  epoxy glue. 

A coal forge, pliers, hand hammer, machine hammer, anvil, brushes to polish the object, epoxy resin applicator

Function/use The object has decorative and estetic functions.

Purpose of 
production

The object was created for sale.

Quantity Production scale is small. Each product is formed by Tor-Vegard, one by one. Each piece is individual and unique 
with the same starting point. 

Concept The object itself is a version of the cormorant figure, that became an emblematic artwork form Lofoten, produced 
by the blacksmith in Sund. The theme is a local sea bird, a cormorant, that is also known from legends from 
Lofoten (Skarvene fra Utrøst). Cormorants are a part of the landscape in West-Lofoten. 
The Forge in Sund and it´s cormorant sculpture is one of the earliest touristic attractions in Lofoten.As it became a 
phenomenon for tourists, local families also discovered the artwork and many families own an example in their 
homes. The cormorants as emblematic and well known product can add to local identity.
The first known designs of the cormorant sculpture were created by the "old blacksmith" in Sund, Hans Gjertsen. 
In 1963 he gave one of the cormorant sculptures to King Olav V., who was visiting Lofoten to take part in the 
opening ceremonies of the new road between Å and Svolvær. The opening ceremony took place the first days of 
august, 1963. Hans Gjertsen surprised the king with a memory from Lofoten: a hand-forged cormorant, standing 
on a rounded granite stone. New versions were later introduced. Tor-Vegard developed the products, and he 
creates new and different versions of the original, with different finishes and shines. 

https://smedenisund.no/nettbutikk/

https://www.nb.no/items/6d10de6230df63d278e6a9e1fef16ec8?page=11&searchText=%22tor%20vegard%20m%
C3%B8rkved%22

Asbjørnsen, P. Chr. (Peter Christen): Skarvene fra Utrøst. Cappelen, 1974
Gansum, Terje: Fra jern til stål : mytologiske og rituelle aspekter i teknologiske prosesser. Borre, Midgard historisk 
senter, 2002.

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=7&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/7c395122e3290def1768522b23f730db?page=19&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=0&searchText=%22kong%20olav%20V%
22
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General information

Sea eagle with fish
Ørn med fisk, Havørn

Norwegian
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
Metal sculpture of a sea eagle, a predatory seabird native to Lofoten. The bird stands on a naturally rounded base 
stone, holding a fish in its talons. The object has a golden sheen, which is the result of brushing brass to a hot 
surface. The object is signed and marked with a year of making on the buttom of the base stone. 

14
39
25
2024
Mørkved, Tor-Vegard
In the workshop (Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway)

1

Metal (steel), natural stone

The practitioner buys metal from a distributor in Harstad, the stones are havested by Tor-Vegard in Finnmark. 

The object was made with hot and warm forging by hand and mechanical hammers, and welding. The sculpture is 
fastened onto a base stone. 

A coal forge, pliers, hand hammer, machine hammer, anvil, brushes to polish the object, grinder to grin the stone 
the bird stands on; epoxy resin applicator

Function/use The object has decorative and estetic functions.

Purpose of 
production

The object was created for sale. 

Quantity Small scale production. Each product is formed by Tor-Vegard,one by one. Each piece is individual and unique. 

Concept The sea eagle is a majestic bird in Lofoten, the product was introduced by Tor-Vegard in the forge, after the 
emblematic cormorant statues. He worked for years on developing the shape and introducing it to visitors and 
customers of the forge, around 1998.

https://www.nb.no/items/d3de24906933c078089a792b4b5d4c3f?page=13&searchText=%22tor-
vegard%20m%C3%B8rkved%22

https://smedenisund.no/nettbutikk/

https://www.nb.no/items/6d10de6230df63d278e6a9e1fef16ec8?page=11&searchText=%22tor%20vegard%20m%

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=7&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/7c395122e3290def1768522b23f730db?page=19&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=0&searchText=%22kong%20olav%20V%
22

Media (image)

Photo MN_AR_07(01).jpg, MN_AR_07(02).jpeg, MN_AR_07(03).jpeg, MN_AR_07(04).jpeg, MN_AR_07(05).jpeg, 
MN_AR_07(06).jpeg, MN_AR_07(07).jpg 

Technique

fibre and textile crafts
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one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?
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woodwork
metalwork

Location GPS

Craft
Place
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Description
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Maker/creator

Documentation and research
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Where did materials for making the object come from?

Material
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ceramics
leatherwork
glasswork
other (specify)



Metadata

MN_AR_08
Agnes Csenki
MN_CP_03
MN_PR_02

yes
no 1

General information

Walking human figure
Menneskefigur

Norwegian
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
A human figure, designed and created by Tor-Vegard. A dynamic and minimalistic interpretation of a walking 
human figure, with long limbs and simple facial features. The figure stands on a rectangular foot, that is marked 
with the practitioners stample. 

14
7
29
2024
Mørkved, Tor-Vegard
In the workshop (Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway)

1

Metal (steel)

The metal comes from a distributor in Harstad.

Tor-Vegard forges the metall pieces in a coal forge, then welds the pieces together. The practitioner finishes the 
object  with treating and brushing the surface. 

A coal forge, pliers, anvil, hand hammer, machine hammer, welding machine, brushes to polish the object

Function/use The object has decorative and estetic functions.

Purpose of 
production

The object was created for sale, and stands on exhibition in the workshop, until visitors buys it. 

Quantity Small scale of production. That product is not the main focus of Tor-Vegards profile. The human sculptures are his 
design, and he enjoys creating them. He often gets direct orders on them from visiting tourists. 

Concept The practitioner is inspired by people around him, and their posture and manners influence his artwork. Many of 
the human-figures resemble local figures. In the workshop, visitors can observe the  manufacturing. Tor-Vegard 
creates an atmosphere while working, by building connection and entertaining the visitors. That model of 
experience based visit also creates a will to buy. 

https://www.lofotposten.no/turisme/dette-skjer-nar-smeden-har-rolige-dager/s/5-29-18760

https://www.smedenisund.no/museet.html

https://www.smedenisund.no/hva_skjer.html
SMEDEN I SUND - SUND FISKERIMUSEUM - Smia og museets historie

https://www.barnasnorge.no/aktiviteter/sund-fiskerimuseum-og-smeden-i-sund

https://arkivinordland.no/fylkesleksikon/innhold/hendelser-og-historie/smeden-i-sund.37737.aspx

https://www.visitnorway.com/listings/the-blacksmith-of-sund-sund-fisherymuseum-entrance/208940/

https://visitlofoten.com/aktivitet/museum/smeden-i-sund-sund-fiskerimuseum-inngang/

https://www.lofoten-info.no/sund-mus.htm

Media (image)

Photo MN_AR_08(01).jpg, MN_AR_08(02).jpg, MN_AR_08(03).jpg, MN_AR_08(04).jpg, MN_AR_08(05).jpg, 
MN_AR_08(06).jpg, MN_AR_08(07).jpg
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one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?
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woodwork
metalwork
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Documentation and research
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Where did materials for making the object come from?
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production)?

ceramics
leatherwork
glasswork
other (specify)



Metadata

MN_AR_09
Agnes Csenki
MN_CP_03
MN_PR_02

yes
no 1

General information

 "King Cormonrant", Great cormorant with spread wings
Kongeskarven, storkarv med åpent vinger

Norwegian
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
Metal sculpture of a great cormorant, a native seabird, with it´s wings spread. The bird is looking towards the sky 
and spreads it´s wings. The bird sits on a naturally rounded and grinded stone. The sculpture has a brass shine 
effect, that is a resutl of brushing brass onto the hot surface. The "King Cormorant" or "Kongeskarven"  is the 
signature product of the practitioner and the  Forge in Sund. The object is signed and dated on the buttom. (see 
attached media)

8
20,5
15
2024
Mørkved, Tor-Vegard

1

Metal (steel), natural stone 

The metal comes from a distributor in Harstad. Tor-Vegard collets the stones himself from Finnmark. 

The object was hot and warm forged by Tor-Vegard, then fastened onto a piece of stone. In details: Tor-Vegard 
cuts the steel into the required lengths and sizes. He forges the metal pieces in a coal forge. He welds together 
the pieces. The raw form of the figure is surface-treated and brushed, polished. The practitioner glues the finished 
figure onto the stone with epoxy glue.

A metal cutter, coal forge, pliers, anvil, hand hammer, machine hammer, welding machine, brushes to polish the 
object, epoxy glue pplicator

Function/use The object has decorative and estetic functions.

Purpose of 
production

The object was created for sale, in a daily operation of production. 

Quantity Small scale production. Each product is formed by Tor-Vegard,one by one. Each piece is individual and unique. 

Concept The object itself is another version of the cormorant figure, that became an emblematic artwork form Lofoten, 
produced by the blacksmith in Sund. The theme is a local sea bird, a cormorant, that is also known from legends 
from Lofoten (Skarvene fra Utrøst). Cormorants are a part of the landscape in West-Lofoten. 
The Forge in Sund and its cormorant sculpture is one of the earliest touristic attractions in Lofoten. As it became a 
phenomenon for tourists, local families also discovered the artwork and many families own an example in their 
homes. The cormorants as emblematic and well known product can add to local identity. 
The first known designs of the cormorant sculpture were created by the "old blacksmith" in Sund, Hans Gjertsen. 
In 1963 he gave one of the cormorant sculptures to King Olav V., who was visiting Lofoten to take part in the 
opening ceremonies of the new road between Å and Svolvær. The opening ceremony took place the first days of 
august, 1963. Hans Gjertsen surprised the king with a memory from Lofoten: a hand-forged cormorant, standing 
on a rounded granite stone. That version didnt have wings. New versions were later introduced. Tor-Vegard 
developed the products, and he creates new and different versions of the original, with different finishes and 
shines. The cormorant with open wings is made in different sizes, and colours.  

https://smedenisund.no/nettbutikk/

https://www.nb.no/items/6d10de6230df63d278e6a9e1fef16ec8?page=11&searchText=%22tor%20vegard%20m%
C3%B8rkved%22

Asbjørnsen, P. Chr. (Peter Christen): Skarvene fra Utrøst. Cappelen, 1974
Gansum, Terje: Fra jern til stål : mytologiske og rituelle aspekter i teknologiske prosesser. Borre, Midgard historisk 
senter, 2002.

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=7&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/7c395122e3290def1768522b23f730db?page=19&searchText=%22kong%20olav%20v.%
22%20%20gjertsen

https://www.nb.no/items/0b1664793a4dc5032499662692b054bc?page=0&searchText=%22kong%20olav%20V%
22

https://nordnorge.com/en/aktiviteter/the-blacksmith-of-sund-offers-an-iron-souvenir-you-wont-be-finding-elsewhere/

Media (image)

Photo MN_AR_09(01).jpg, MN_AR_09(04).jpg, MN_AR_09(03).jpg, MN_AR_09(04).jpeg, MN_AR_09(05).jpeg, 
MN_AR_09(06).jpeg
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Metadata

MN_AR_10
Agnes Csenki
MN_CP_03
MN_PR_02

yes
no 1

General information

Great cormorant with wings
Kongeskarven, storkarv med vinger, "turist skarv"

Norwegian
Latitude 68.004948
Longitude 13.207371

Sundveien 118, 8384 Sund, Flakstad Municipality, Lofoten Islands, Nordland County, Norway
Metal sculpture of a gret cormorant, with a less detailed wing. The bird is looking towards the sky and opens up its 
wings.  

2024
Mørkved, Tor-Vegard

1

Metal (steel), natural stone 

The metal comes from a distributor in Harstad.  Tor-Vegard collects the stoes himself from Finnmark. 

Tor-Vegard forges the metall pieces in a coal forge. He and welds together the pieces, in our case the wings, and 
the body. The raw form of the bird figure was polished to get a smooth and shiny surface. and  glued onto the 
choosen stone with epoxy glue. 

A metal cutter, coal forge, pliers, hand hammer, machine hammer, welding machine, brushes to polish the object

Function/use The object has decorative and estetic functions.

Purpose of 
production

The object was created for sale, in a daily operation of production. 

Quantity The great corminrant, or as it is called, the "Kongeskarven", the king cormorant is Tor-Vegards signature product, 
that is sold in the workshop and from the webshop. Each piece is unique, the scale varies, but he always has to 
have a base stock. 

Concept The object is closely related to the local identity and Lofoten itself. The cormorant sculptures from Sund are 
emblematic souvenirs, that recall the Lofoten islands. Decades of work built the reputation of the Blacksmith in 
Sund, and many of the local families also prouldy display his works in their homes. 

Media (image)

Photo MN_AR_10(01).jpg, MN_AR_10(02).jpg, MN_AR_10(03).jpg, MN_AR_10(04).jpg, MN_AR_10(05).jpg, 
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Metadata

MN_AR_11
Kjersti Robertsen, Ida Fossli
-
-

yes
no 1

General information

Model of Rombaksbotn 
Modell av Rombaksbotn

Norwegian
Latitude 68.44154727
Longitude 17.44122773

Narvik stasjon, Narvik, Nordland, Norway
Landscape model of the historical town of Rombaksbotn, with buildings, river, road and figurines.

Mørk, Per Henrik
Per Henrik Mørk's workshop

1

model building
Wood, styrofoam, builders foam, plastic figurines, glue, glass

Most were bought from local shops, the figurines and trees etc. were ordered online.

Carpentry, glueing, painting, replicating the town from photos, maps and historical descriptions

Wooden ruler, saw, scissors, knife, hammer, screwdriver

Function/use The model show how the historical town of Rombaksbotn looked.

Purpose of 
production

Piece for exhibiting

Quantity One of a kind

Concept The model tells the story of the town Rombaksbotn, an important piece of local history of when the Ofotbanen 
railway was built, which also is very important for the history of Narvik city and its surrounding areas.

Media (image)

Photo MN_AR_11(01).jpg, MN_AR_11(02).jpg, MN_AR_11(03).jpg, MN_AR_11(04).jpg
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Metadata

MN_AR_12
Kjersti Robertsen, Ida Fossli
-
-

yes
no 1

General information

Model of Hundalen
Modell av Hundaleln

Norwegian
Latitude 68.39730584
Longitude 17.96967119

Verkstedbrakka, Katterat stasjon på Ofotbanen, Narvik kommune, Nordland, Norway
Landscape model with houses, river, figurines

Mørk, Per Henrik
Per Henrik Mørks workshop

1

model building
Wood, styrofoam, builders foam, paint, glue, 

Bought locally, figurines and trees etc bought online

Carpentry, model building

Saw, wooden ruler, screwdriver, hammer, knife, scissors, glue

Function/use Showing how the little historic village of Hundalen looked

Purpose of 
production

Exhibiting

Quantity One of a kind

Concept Showing local history of the village of Hundalen under the building of the Ofotbanen railway, which is an important 
piece of history for the city of Narvik and the surrounding areas

Media (image)

Photo MN_AR_12(01).jpg, MN_AR_12(02).jpg, MN_AR_12(03).jpg, MN_AR_12(04).jpg
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fibre and textile crafts
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ceramics
leatherwork
glasswork
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Metadata

MN_AR_13
Kjersti Robertsen, Ida Fossli
-
-

yes
no 1

General information

Carpenter pencil 
Snekkerblyant

Norwegian
Latitude 68.32862785
Longitude 16.79290026

Ballangen Museum, Syllaveien 36, Narvik kommune, Nordland Norway
A well used carpenter pencil

1

wood, paint, graphite

Function/use Tool for writing, marking etc

Purpose of 
production

Tool

Quantity Mass production

Concept One of Per Henrik Mørks most important tools in his work, according to himself.

Media (image)

Photo MN_AR_13(01).jpg
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Metadata

MN_AR_14
Kjersti Robertsen, Ida Fossli
-
-

yes
no 1

General information

Hammer
Hammer

Norwegian
Latitude 68.32862785
Longitude 16.79290026

Ballangen Museum, Syllaveien 36, Ballangen, Narvik kommune, Nordland, Norway
Hammer made from steel and plastic grip

1

Steel, plastic

Mass production in a factory

Factory

Function/use Hammering nails, general carpentry, nail pulling etc

Purpose of 
production

Selling to customers

Quantity Mass production

Concept One of Per Henrik Mørks most important tools, according to himself

Media (image)

Photo MN_AR_14(01).jpg
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other (specify)



Metadata

MN_AR_15
Kjersti Robertsen, Ida Fossli
-
-

yes
no 1

General information

Foldable yardstick
Tommestokk

Norwegian
Latitude 68.32862785
Longitude 16.79290026

Ballangen Museum, Syllaveien 36, Ballangen, Narvik kommune, Nordland, Norway
Foldable yardstick made from wood, with markings for the metric system.

Hultafors
Hultafors, Sweden

1
1

Wood, metal

woodworking, metalworking in factory

Factory

Function/use Measuring

Purpose of 
production

Selling to customers

Quantity Mass production

Concept One of Per Henrik Mørks most important tools, according to him

Media (image)
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Metadata

RV_AR_01
Ulrika Jäger, Sara Olsson
RV_CP_01
RV_PR_01

yes
no 1

General information

Wool mittens with entrelac technique
Näverstickad ullvante

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
Pattern knitted mitten in entrelac and stockinette stitch with cable knitted collar in two colors of rauma (company 
name) fine wool yarn. The pattern depicts a reindeer.

32
9
9
2010s
Assk, Inez 
At home in Sunne
1

Rauma Ullvarefabrikk's "finullgarn" yarn: 175m/50gr. Rauma Ullvarefabrikk's website: www.rauma.no

The yarn Inez uses are from Norway. She finds that the norweigian yarn is of a especially high quality unlike other 
yarns. It is soft and easy to knit with. Inez buys her wool from a local knitting store in Sunne: 
www.lillagarnverstan.se. The yarn is from Rauma Ullvarefabrikk's website: www.rauma.no

The artefact is made with stockinette stitch and entrelac. She knits them from the right side and with circular 
needles. 

Knitting needles 2,5 mm., 15 cm. Safety pins, messuring tape, scissor, needle

Function/use Functional mittens

Purpose of 
production

Exhibition

Quantity Inez is not sure of how many mitten with entrelac she's knitted, but estimates 60 pairs.

Concept This is a pattern from Inez meternal great grandmother who lived in Finnskogen, Finnsjön. Inez dont know why the 
pattern is of a reindeer.
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Ulrika Jäger, Sara Olsson
RV_CP_01
RV_PR_01

yes
no 1

General information

Wool glove with entrelac technique
Näverstickad fingervante

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
Knitted gloves in entrelac, stockinette and purl stitch in white made with rauma (company name) lambs wool yarn 
and enbroided with flowers in a salmon pink for decorations using leftover yarn. The gloves also bear the emblem 
"Utmärkt värmländsk slöjd" which translates to "craft from Värmland of extraordinaty quality", awarded to toptier 
quality by a jury of the local regional crafts association.

28
9
9
2010s
Aask, Inez
Sunne, at home
1

Rauma Ullvarefabrikk's lambswool 250m/50gr. 30m=10 cm, as well as leftover yarns.

The yarn Inez uses are from Norway. She finds that the norweigian yarn is of a especially high quality unlike other 
yarns. It is soft and easy to knit with. Inez buys her wool from a local knitting store in Sunne: 
www.lillagarnverstan.se. The yarn is from Rauma Ullvarefabrikk's website: www.rauma.no

The artefact is made with stickinette stitch and entrelac, and they are embroided.

Sock needles 2mm, safety pins, messuring tape, scissor, needle

Function/use Functional gloves

Purpose of 
production

Exhibition

Quantity Inez is not sure of how many gloves she's knitted

Concept Inez was thought how to knit from her maternal great grandmother and grandmother. Entrelac/näverstickning has 
associations to the Finn Foest where she grew up. This technique was brought over with the forest finns who 
emigrated to Sweden in the 17th century. 
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Ulrika Jäger, Sara Olsson
RV_CP_01
RV_PR_01

yes
no 1

General information

Wool mittens with entrelac technique
Näverstickad vante

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
A wool mitten entirely knitted in entrelac. It's composed with two different grey yarns, with red details and 
embroidery with grey yarns.
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2010s
Aask, Inez
Sunne, Värmland, Sweden
1

Rauma Ullvarefabrikk's "finullgarn" yarn: 175m/50gr. Rauma Ullvarefabrikk's website: www.rauma.no

The yarn Inez uses are from Norway. She finds that the norweigian yarn is of a especially high quality unlike other 
yarns. It is soft and easy to knit with. Inez buys her wool from a local knitting store in Sunne: 
www.lillagarnverstan.se. The yarn is from Rauma Ullvarefabrikk's website: www.rauma.no

Entrelac and embroidery

Sock needles 2,5 cm,  safety pins, messuring tape, scissor, needle

Function/use Functional mittens

Purpose of 
production

Exhibition

Quantity Inez is not sure of how many mitten with entrelac she's knitted, but estimates 60 pairs.

Concept Inez was thought how to knit from her maternal great grandmother. Entrelac/näverstickning has associations to 
the Finn Foest where she grew up. This technique was brought over with the forest finns who emigrated to 
Sweden in the 17th century.
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Ulrika Jäger, Sara Olsson
RV_CP_01
RV_PR_01

yes
no 1

General information

Knitted hat in entrelac
Mössa med näverstickning

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
Knitted hat with brim in entrelac technique in orange, yellow, grey and black with two felted wool pompoms
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56
9
2010s
Aask, Inez
Sunne, Värmland, Sweden
1

Rauma Ullvarefabrikk's "finullgarn" yarn: 175m/50gr. Rauma Ullvarefabrikk's website: www.rauma.no

The yarn Inez uses are from Norway. She finds that the norweigian yarn is of a especially high quality unlike other 
yarns. It is soft and easy to knit with. Inez buys her wool from a local knitting store in Sunne: 
www.lillagarnverstan.se. The yarn is from Rauma Ullvarefabrikk's website: www.rauma.no

The artefact is made with stockinette stitch and entrelac

Circular needles 2 och 2,5 mm, sock needles 2,5 mm, safety pins, messuring tape, scissor, needle

Function/use Functional hat

Purpose of 
production

Private use

Quantity Inez estimates that she's made more than 20 hats in entrelac

Concept Inez was thought how to knit from her maternal great grandmother. Entrelac/näverstickning has associations to 
the Finn Foest where she grew up. This technique was brought over with the forest finns who emigrated to 
Sweden in the 17th century.
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Ulrika Jäger, Sara Olsson
RV_CP_01
RV_PR_01

yes
no 1

General information

Mittens in entrelac
Näverstickad vante

Swedish
Latitude 59.8376399
Longitude 13.1230106

Sunne, Värmland, Sweden
Mitten knitted in entrelac that is shaped to fit the wrist and flair out towards the arm. White, black and salmon. 
Pattern is knitted in a pattern of stars/eight petal rose.

34
10
9
2010s
Aask, Inez
Sunne, Värmland, Sweden
1

Rauma Ullvarefabrikk's lambswool 250m/50gr. 30m=10 cm

The yarn Inez uses are from Norway. She finds that the norweigian yarn is of a especially high quality unlike other 
yarns. It is soft and easy to knit with. Inez buys her wool from a local knitting store in Sunne: 
www.lillagarnverstan.se. The yarn is from Rauma Ullvarefabrikk's website: www.rauma.no

Stockinette, entrelac, pattern knitting

Sock knitting needles 2,5 mm., 15 cm. Safety pins, messuring tape, scissor, needle

Function/use Functional mittens

Purpose of 
production

Exhibition

Quantity Inez is not sure of how many mitten with entrelac she's knitted, but estimates 60 pairs.

Concept Inez was thought how to knit from her materna great grandmother. Entrelac/näverstickning has associations to the 
Finn Foest where she grew up. This technique was brought over with the forest finns who emigrated to Sweden in 
the 17th century. 
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Ulrika Jäger, Sara Olsson
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RV_CP_02

yes
no 1

General information

Pot
Kruka

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
A felted pot that's wet felted with a glas cylinder placed inside, so it can function as a water tight pot for e.g. a 
plant or a flower arrangement.

26
15
0,8
2019
Haglund, Carina
In studio at Skacksjö 13
1

Wool of Finnsheep, Gotlandsheep and Leichester sheep. (Also glas cylinder but it's not crafted)

Wool: Åddebo ull; addeboull,com. Glas cylinder: Våxtorps korgar; www.vaxtorpskorgar.se

Wet felting

Plastic bubble wrap, floor foam, dish soap, olive soap, water, splash bottle, wooden rod, textured rolling pin, 
scissors,

Function/use Pot for flower arrangements/potted plants

Purpose of 
production

Sales

Quantity Carina never makes two identical pots, and about ten pots/year

Concept She's not making pots in tradition. This is part of Carina Höglund's experiments with the different usages of the 
wool and trying to find alternatives to clay pots.
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Ulrika Jäger, Kajsa Stinnerbom
RV_PR_02
RV_CP_02

yes
no 1

General information

Seat cushion
Sittdyna

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
A felted seat cushion in 100% wool in a checkered pattern of a mustad yellow and burnt sierra orange on top of 
grey wool (peaking through in cracks of colour). At two ends there's a elastic ribbon and a coresponding wooden 
button.

42
34
0,5
2022
Haglund, Carina
In studio at Skacksjö 13
1

Wool from Gotlandsheep, Finnsheep and Leichester sheep. Duffel button made of unknown wood, elastic, nylon 
thread

Needle felt from Filtmakeriet; filtmakeriet.se, button, elastic and thread from Bibbis textil; bibbistextil.se

Wet felting, minor sewing for button

Plastic bubble wrap, dish soap, olive soap, water, splash bottle, wooden rod, scissors, fulling boards, rotary 
cutters. 

Function/use Seat cushion for outdoor use, for trips or seating outside

Purpose of 
production

Sales. As an alternative to seat cushions in artifical materials

Quantity About 30/year

Concept Felted seat cushions are an extension and development from traditional skins (for ex. reindeer, sheep…) used for 
keeping warm while sitting putisde. As the weather is cold for several months in Sweden, it's common to bring a 
seating if going on a walk or trip in nature. The elastic and button makes the packing and transportation easier.
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RV_PR_02
RV_CP_02

yes
no 1

General information

Cushion
Kudde

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
A felted cushion - mustard yellow, black and white. The cushion's case is made of wool and is adorned in the 
shape of a stylized sun. The pillow inside is made of feathers. 

48
48
16
2024
Haglund, Carina
In studio at Skacksjö 13
1

Needle felt, wool från Gotlandsheep, Finnsheep and Leichester sheep, wadmal, zipper, thread, feather pillow

Felt: Bibbis textil: bibbistextil.se; Wool: Åddebo ull; addeboull.com.; Wadmal: Korps, korps.se; feather pillow: 
IKEA; ikea.com

Wet felting and sewing of cushion (sweing machine to join and fit zipper)

Plastic bubble wrap, dish soap, olive soap, water, splash bottle, wooden rod, scissors, fulling boards, rotary 
cutters, needle, sewing machine

Function/use For seated areas such as sofas or chairs. As a decoration in sofa or on bed. 

Purpose of 
production

Sale and exhibitions

Quantity About 10/year

Concept This cushion is both for decorations and for comfort.
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RV_PR_02
RV_CP_02

yes
no 1

General information

Carpet
Matta

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
A carpet with pattern in needle punched felt, sturdy enough for being used as a floor carpet. It can also be hung on 
walls. The carpet has both warming and sound damping qualities.

235
130
1
2023

Haglund,Carina assisted by Jonas Haglund (her husband)
Skacksjö 13, Östra Ämtervik, Sweden
1

Sturdy needle punched felt with wool from the Northern European short-tailed sheep. The pattern is made of wool 
from Gotlandsheep (black wool) and Leistersheep

Felt: Filtmakeriet, filtmakeriet.se, Wool: Åddebo ull: addeboull.com

Wet felting with a felting machine that Haglund's husband built (see video)

Felting machine, dish soap, olive soap, water, wooden rod

Function/use Either a carpet or a wall decoration. As a warming, beautifying element or sound absorbant.

Purpose of 
production

It's a product development from Haglund's previous work with seat cushions (see RV_AR_07), but scaled.

Quantity About 5/year

Concept Carpets have been used to heat floors and provide comfort indoors. As decorations indoors.
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RV_CP_02

yes
no 1

General information

Lampshade
Lampskärm

Swedish
Latitude 59.729006
Longitude 13.322161

Skacksjö 13, Östra Ämtervik, Sweden
A lampshade in white merino wool. As a interior decoration either for ceilings or mounted on a lamp on foot. 

20 (top), 33,5 (base)
27,5
2022

Haglund,Carina
Skacksjö 13, Östra Ämtervik, Sweden
1

Merino wool, wool yarn, wool locks, silk yarn, linen thread, lamp shade fram in metal

Merino wool: Kristina Skovmose by hand, skovmosebyhand.se; Silke: Fingerborg butik och ateljé, 
fingerborgbutik.se; Wool locks: Åddebo, addeboull.com; Wool yarn and linen thread: inheritade from Haglunds 
paternal grandmother; lamp shade frame: second hand. 

Wet felting, sewing (machine and by hand)

Plastic bubble wrap, dish soap, olive soap, water, splash bottle, wooden rod, textured rolling pin, scissors, sewing 
machine, needle

Function/use Functional lamp shade and as decoration

Purpose of 
production

For sale

Quantity Around two lampshades per year

Concept It's a common lampshade type in Sweden, but with a untraditional style and aestetic. The materials are really 
shown in the style.
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Ulrika Jäger, Sara Olsson
RV_PR_03
RV_CP_03

yes
no 1

General information

Rölakan Pillow, "Autumnal coziness"
Rölakan Kudde, "Höstmys"

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Arvika, Sweden
Pillow with handwoven front in tapestry type weave "rölakan". Woven in plant dyed yarns and bought acid dyed 
yarns. The inside pillow is made of feathers. The back is made of broadcloth.

50
50
15
2024
Henner, Therese
Brunskog, Arvika, Sweden
1

Warp is french linen yarn (8/2) Weft is home dyed wool yarn (6/2) Some acid dyed yarn and rests from smaller 
projects. Back is broadcloth.. Sewing tread, zipper, inner pillow of GOTS cotton and ethical European feather.

French linen yarn: Garnhuset i Kinna: garnhusetkinna.se; Wool from: Kampes spinneri: kampes.se and Hillesvåg 
Ullvarefabrik: ull.no and Rauma Garn: raumagarn.no. Broadcloth from Korps: korps.se. Thread: Gutermann sytråd. 
Pillow from Woomento, DE.

The front of the pillow is woven in traditional technique rölakan. In this instance with tabby structure and weft-
faced rep.

Counterbalance (floor) loom (Öxabäck), wind a warp, spool rack, lease sticks, warping trapeze, metal reed 
(30:10), sleying hook, shuttle, scissor, sewing machine (Husqvarna), needles, measuring stick and tape, chack 
and seam ripper. 

Function/use Cushion, as a interior element for funcional use and as decoration

Purpose of 
production

For exhibitions and sales. 

Quantity Each is unique.

Concept The keeping of local crafts traditions, traditional patterns and techniques. The goal is to continue and transfer the 
traditional expression and give these artefacts a place in the contemporary interior and design context. Applied 
arts and interior artefacts are made with care and thought about material, sustainability and care towards the 
environment. Practical sustainability lies in the use of something that can be used in generations.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

Tapestry with pulled warp. INspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-7643-

A handweavers patterns book. Av Marguerite Proter Davison
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Ulrika Jäger, Sara Olsson
RV_CP_03
RV_PR_03

yes
no 1

General information

Pendant lamp "Linen bell"
Pendellampa "Linklocka"

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Arvika, Sweden
A light fixture for a hanging lamp with a woven lampshade in 100 % linen. The lamp fixture is lathed in birch.

30
6–20

2021
Henner, Therese
Brunskog, Arvika, Sweden
1
1

elarmatur
100% linen with multiple weft of non-bleached linen yarn and linen. 10/6 in warp with 3 treads/cm. Hand lathed 
lamp hold in birch. CE-certified cord in jute. Armatur E14 and plastic outlet.

Linen yarn: Garnhuset i Kinna: garnhusetkinna.se, and Holma Hälsingland Garner.; holma.se, and Klässbols 
Linneväveri klassbols,se, and Kasthall SWE kasthall.com. Left over yarn from previous projects and local weaving 
association. Lamp fixture is made of birch from own forest. Electrial components from local store in (Elon) Arvika

The pendent lamp is hand woven in loose tabby and gets it’s three dimensional shape from the technique “pulled 
warp”. Only one seem of the warp connects the shape at the back of the lamp (see image). The fixture which is 
lathed to the shape of a cone makes the lamp shade hold it’s form.

Counterbalance (floor) loom (Öxabäck), wind a warp, spool rack, lease sticks, warping trapeze, metal reed 
(30:10), sleying hook, shuttle, scissor, lathe and tools.

Function/use Pendent lamp/windowlamp, as a interior element for funcional use and as decoration

Purpose of 
production

For exhibitions and sales

Quantity 5 lamps woven in total in this model and colourin as of 2024. Each lamp is unique since the technique pulled 
warp makes each lamp different.

Concept The keeping of local crafts traditions, traditional patterns and techniques. The goal is to continue and transfer the 
traditional expression and give these artefacts a place in the contemporary interior and design context. Applied 
arts and interior artefacts are made with care and thought about material, sustainability and care towards the 
environment. Practical sustainability lies in the use of something that can be used in generations.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

Tapestry with pulled warp. INspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-7643-

A handweavers patterns book. Av Marguerite Proter Davison

Media (image)

Photo RV_AR_12(01).jpg

Technique

fibre and textile crafts

Size (in cm) length
width
height

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to practitioners

If yes, specify what AI tools were used and how

Name of the object in English
Alternative name(s). Name(s) of the object in local language(s) (emic terms, what 
practitioners call it)

Name

Were any AI tools used to complete the entry?AI tools

Language(s)

File name(s)

How is the object related to cultural practices, local customs, beliefs, values, ideologies, 
one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?

What is the function of the object?

woodwork
metalwork

Location GPS

Craft
Place

Name

Description

Dating
Maker/creator

Documentation and research

What is the object made of/from?

Where did materials for making the object come from?

Material

How was the object made?

What tools were used for making the object?

What is the scale of production of such objects by an artisan (from one to mass 
production)?

ceramics
leatherwork
glasswork
other (specify)



Metadata

RV_AR_13
Ulrika Jäger, Sara Olsson
RV_CP_03
RV_PR_03

yes
no 1

General information

Scarf with ecoprinted pattern
Halsduk med eko-tryckt mönster

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Arvika, Sweden
Scarf naturally dyed with rose madder and with eco-print patterns made of beach rose.

170
40
0,1
2024
Henner, Therese
Brunskog, Arvika, Sweden
1

Wool fabric (tabby) imported from Dngland, Wadley Bradford's. Locally (Brunskog) harvested leaves of beach 
rose. Rose madder root from Krops korps.se. Dye and craft materials from: Zenit Konstnärsmaterial. Sewing 
thread 100% cotton, Gutermanns. 

See above

The pattern is eco-printed with beach rose and the lighter colour is dyed with rose madder. Henner has dyed the 
fabric by herself.

Sewing machine, measuring tape, scissor, needle. Cauldron, whisk, themometer, steam box, bucket, rolling pin, 
string, thin plastic film, washing machine.

Function/use Scarf to wear around body or neck. For warmth and beauty.

Purpose of 
production

Exhibitions and sales

Quantity Unique object. A small collection with pattern of eco prints where made in 2024. Each had different sizes and 
different patterns from different plants and dyed with different natural dyes.

Concept Eco-print is a development of natural dying which expands on the textile design and art of natural dyes. Eco-
printing provides a possibility of both using natures own shapes, and its own variables.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

Tapestry with pulled warp. INspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-7643-
A handweavers patterns book. Av Marguerite Proter Davison
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RV_CP_03
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yes
no 1

General information

Triple Curvature, Textile Necklace
Trippel Kurvatur, textilt halssmycke

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Arvika, Sweden
Textile necklace in several strands and in various colours of green and blue.

56
23

2023
Henner, Therese
Brunskog, Arvika, Sweden
1

100% linen, necklace lock with magnet of nickel and stainless metal

Linen yarn: Garnhuset i Kinna, garnhusetkinna.se Holma Hälsningland Garner holma,se , Klässbols Linneväveri 
klassbols.se, Kasthall kastall.com, Kalinka Lingarn , Järbo lingarn SWE jarbo.se. Also left over yarn from previous 
projects and local weaving association. Lock for necklace from overseas.

Handwoven necklace in own design in tabby and weft-faced rep. The shape was made from the technique "pulled 
warp"

Smaller counterbalance loom: "Lill-Jonas" from "GP Snickerier", Motala Sweden. wind a warp, spool rack, lease 
sticks, warping trapeze, metal reed (40:10),  sleying hook, scissors, measuring tape, needle, wax, textile glue, 
cardboard

Function/use Necklace for everyday use and for festive occations. 

Purpose of 
production

Sample model for exhibition and own usage

Quantity Unique, one of a kind as of october 2024

Concept The keeping of local crafts traditions, traditional patterns and techniques. The goal is to continue and transfer the 
traditional expression and give these artefacts a place in the contemporary interior and design context. 
Development of the woven craft towards jewellery as a personal expression. Applied arts and interior artefacts are 
made with care and thought about material, sustainability and care towards the environment. Practical 
sustainability lies in the use of something that can be used in generations.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

Tapestry with pulled warp. INspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-7643-
A handweavers patterns book. Av Marguerite Proter Davison
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RV_PR_03

yes
no 1

General information

Christmas Pillow, Rustic Rose-path
Julkudde, Rustik rosengång

Swedish
Latitude 59.6574488
Longitude 12.890542

Brunskog, Arvika, Sweden
Square pillow in rose path and tabby pattern in un-bleached linen and red yarn, with red tassels at the corners.

50
50
15
2024
Henner, Therese
Brunskog, Arvika, Sweden
1

Front is of 100% linen with multiple wefts with mixtures of linen yarn in both by and rep. Back is made of non-
bleached linen fabric. Tassels made from linen too. Sewing tread, zipper, inner pillow of GOTS cotton and ethical 
European feather.

Linen yarn: Garnhuset kinna garnhusetkinna.se, Holma Hälsingland Garner holma.se, Klässbols Linneväveri, 
SWE klassbols.se. As well as leftover yarn from previous projects and from local weaving association. 
Unbleached linen fabric from Korps, korps.se. Thread from Gutermann Sytråd. Pillow from Woomento, DE. 

The front of the pillow is woven in traditional technique rose path. In this instance with tabby structure.

Counterbalance (floor) loom (Öxabäck), wind a warp, spool rack, lease sticks, warping trapeze, metal reed 
(30:10), sleying hook, shuttle, scissor, sewing machine (Husqvarna), needles, measuring stick and tape, chack 
and seam ripper. 

Function/use Cushion, as a interior element for funcional use and as decoration

Purpose of 
production

For exhibitions and sale

Quantity Unique object. Small collection of 12 pillows for sale at Christmas 2024, each one in different patterns and 
combinations in the same colours of non-bleached linen and red

Concept The keeping of local crafts traditions, traditional patterns and techniques. The goal is to continue and transfer the 
traditional expression and give these artefacts a place in the contemporary interior and design context. Applied 
arts and interior artefacts are made with care and thought about material, sustainability and care towards the 
environment. Practical sustainability lies in the use of something that can be used in generations.

Konsten att väva. En praktisk handbok. Av Åsa Pärson och Amica Sundström. ISBN: 9978-91-7887-085-1

Handbok i vävning. Bindningslära med konstvävnader. Av Ulla Cyrus- Zetterström. ISBN: 91-36-00445-6

Tapestry with pulled warp. INspiration, Technique and the Creative Process. Av Susan Iversen. ISBN: 987-0-7643-
A handweavers patterns book. Av Marguerite Proter Davison
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no 1

General information

Closed bowl
Bol cerrado

Spanish, Asturian
Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
Piece made of maple wood. It is a closed, rounded, and flattened container with a small mouth at the top. It has 
no lid and is completely hollow inside. The upper part is decorated with a series of rings inscribed with geometric 
motifs (oblique lines, triangles, etc.), which have been created on the lathe using texturing tools. The decorated 
area has been colored with white and black enamel.

15
11
2020
Ortiz del Peño, Javier
In the workshop

1

Maple wood

The woods used in the making of these pieces come from the forests near the artisan's workshop.

The object was made on a continuous electric lathe. Once the piece of wood is selected, roughing is done by 
hand, using an axe or adze, to give it an approximate preform. From there, it is fixed to the lathe, and using 
gouges, the excess wood is removed, performing an external hollowing. Using a faceplate, the piece is held on 
the lathe by the base to proceed with the internal hollowing. The final finish is done with texturing tools, and it is 
decorated with black and white paint, as well as wood oil.

Electric wood turning lathe, gouges and y texturing tools

Function/use Decorative

Purpose of 
production

The object is an artistic piece, intended for decorative purposes although it can also be used as a container. 
These types of pieces can be sold in local markets.

Quantity The production scale is limited, as the artisan crafts these types of pieces during their free time

Concept The object is crafted using the woodturning technique, a craft with a long history in northern Spain. The shapes 
are reminiscent of the bowls and containers made by Asturian turners for domestic use (consumption and 
preservation of food). However, this piece is an original creation by the artisan.

https://www.instagram.com/picutorneru/
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yes
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General information

Cuenco
Cuenco

Spanish, Asturian
Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
Piece made of maple wood. It is a wooden bowl with an open shape. It has a wide, flat upper rim. The piece is 
varnished with oils to enhance the wood grain, which includes knots and highlighted black streaks.

15
11
2020s
Ortiz del Peño, Javier
In the workshop

1

Maple wood

The wood used in the making of this piece comes from the forests surrounding the craftsman's workshop

The object was made on a continuous electric lathe. Once the piece of wood is selected, roughing is done by 
hand, using an axe or adze, to give it an approximate preform. From there, it is fixed to the lathe, and using 
gouges, the excess wood is removed, performing an external hollowing. Using a faceplate, the piece is held on 
the lathe by the base to proceed with the internal hollowing. The finish is oil-based.

Electric wood turning lathe and gouges

Function/use Decorative; container for food and objects

Purpose of 
production

The object is an artistic piece, intended for decorative purposes although it can also be used as a container. 
These types of pieces can be sold in local markets.

Quantity The production scale is limited, as the artisan crafts these types of pieces during their free time

Concept The object is crafted using the woodturning technique, a craft with a long history in northern Spain. The shapes 
are reminiscent of the bowls and containers made by Asturian turners for domestic use (consumption and 
preservation of food). However, this piece is an original creation by the artisan.

Graña García, A. (1985) La tornería en el occidente asturiano. Museo Etnográfico de Grandas de Salime

https://www.instagram.com/picutorneru/
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General information

Finials
Remates torneados

Spanish, Asturian
Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
Pieces made of fruit tree wood. These are artistic and decorative pieces. They can be the finials of a piece of 
furniture or a clock. They have a base on which to stand, and consist of long wooden spindles, where the 
craftsman explores and improves his technique.  The use of various woods is combined.

2,5 - 5
22
2020
Ortiz del Peño, Javier
In the workshop

1

Wood from fruit trees

The woods used in the making of these pieces come from prunings, fellings, and cleanings of fruit tree plantations 
near the workshop.

The object was made on a continuous electric lathe. Once the piece of wood has been selected, it is roughed by 
hand and with the electric planer to obtain the square base. The piece is placed on the lathe and held with the 
fingers while the lathe is turning, and the narrow, elongated part is roughed out with the gouge. The idea is to try 
to make as fine a shaft as possible.

Electric wood turning lathe, skew chisels, parting tools and spindle gouges.

Function/use The object is an artistic piece, for decorative purposes. It has no practical use, but pieces of this type can be used 
as a finial or decoration for furniture, clocks, etc.

Purpose of 
production

The craftsman produces these objects to improve his technique, and as a piece of art. He keeps the production for 
his collection, gives it as a gift or sells it.

Quantity The production scale is limited, as the artisan crafts these types of pieces during their free time

Concept The object is made using the woodturning technique, which has historically been of some importance in northern 
Spain. However, it is not a traditional piece from the area, but is the result of the practice and knowledge of 
international woodturning.

Graña García, A. (1985) La tornería en el occidente asturiano. Museo Etnográfico de Grandas de Salime

https://www.instagram.com/picutorneru/ 

Media (image)

Photo UNIOVI_AR_03(01).jpg, UNIOVI_AR_03(02).jpg

Technique

fibre and textile crafts

Size (in cm) length
width
height

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to practitioners

If yes, specify what AI tools were used and how

Name of the object in English
Alternative name(s). Name(s) of the object in local language(s) (emic terms, what 
practitioners call it)

Name

Were any AI tools used to complete the entry?AI tools

Language(s)

File name(s)

How is the object related to cultural practices, local customs, beliefs, values, ideologies, 
one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?

What is the function of the object?

woodwork
metalwork

Location GPS

Craft
Place

Name

Description

Dating
Maker/creator

Documentation and research

What is the object made of/from?

Where did materials for making the object come from?

Material

How was the object made?

What tools were used for making the object?

What is the scale of production of such objects by an artisan (from one to mass 
production)?

ceramics
leatherwork
glasswork
other (specify)



Metadata
UNIOVI_AR_04

Santiago Rodríguez Pérez
UNIOVI_CP_01
UNIOVI_PR_01

yes
no 1

General information

Spinning top
Peonza

Spanish, Asturian
Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
Pieces made of beech wood. This is a children's toy, a spinning top. It consists of two pieces, a wooden handle 
with which the spinning top is held before throwing it, and the spinning top itself. When you hold it by the handle 
and pull hard on the string, the spinning top spins quickly and the handle can be detached. Both the spinning top 
and the handle are decorated with decorative bands made with a texturing gouge (forming a series of triangles 
and oblique lines), and painted in black, yellow, white and green)

10 (handle), 5 (spinning top)
2,5 max. (handle), 2,5-5 (spinning top)
7 (spinning top)
2020s
Ortiz del Peño, Javier
In the workshop

1

Beech wood, natural pigments, cotton thread

The wood used in the production of these objects comes from dry wood recovered from forests around the 
workshop

The object was made on a continuous electric lathe. Once the piece of wood is selected, rough shaping is done 
using an electric planer or an adze to create a preform. The piece is then turned on the lathe using gouges to 
rough out and shape it to the desired profile. Holes for the handle mechanism and the spinning top are drilled with 
the help of drills.

Electric wood turning lathe, gouges and texturing tools

Function/use The object is a children's toy and a piece of art

Purpose of 
production

The craftsman creates these objects as a hobby. He keeps them if he likes the result, gives them as gifts, or sells 
them

Quantity The production scale is limited because the artisan crafts these pieces during their free time

Concept The object is crafted using the woodturning technique, a craft with a long history in northern Spain. The shapes 
are reminiscent of the bowls and containers made by Asturian turners for domestic use (consumption and 
preservation of food). However, this piece is an original creation by the artisan

Graña García, A. (1985) La tornería en el occidente asturiano. Museo Etnográfico de Grandas de Salime
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General information
Turned wooden box with a lid

Caja torneada

Spanish, Asturian

Latitude 43.33354117
Longitude -5.544602383

La Castañal, Bimenes, Asturias, Spain
Pieces made from fruitwood. This is a small cylindrical box consisting of two parts: a cylindrical container and a 
round lid that fits on top, made from the same wood. The piece is finished with oil in a darker tone, and the lid is 
decorated on the top with concentric rings, into which geometric motifs are carved using a texturing gouge.

6

5
2020s

Ortiz del Peño, Javier
In the workshop

1

Fruit tree wood

The woods used in the making of these pieces come from dry wood recovered from forests near the workshop, or 
from prunings or felling in fruit tree plantations.

The object was made on a continuous electric lathe. Once the piece of wood is selected, rough shaping is done 
with an electric planer or an adze to create a preform. The piece is then turned using the lathe and gouges to 
rough out and shape it to the desired profile. The lid and the body of the container are made from the same piece 
of wood. The lid is decorated using texturing tools.

Electric wood turning lathe, gouges and texturing tools

Function/use

It is a decorative object, but it can also serve a practical function, such as a jewelry box or for storing small items

Purpose of 
production

The craftsman creates these objects as a hobby. He keeps them if he is pleased with the result, gives them as 
gifts, or sells them.

Quantity

The production scale is limited, as the craftsman makes these pieces in his free time.

Concept

The object is crafted using the woodturning technique, a craft with a long history in northern Spain. The shapes 
are reminiscent of the bowls and containers made by Asturian turners for domestic use (consumption and 
preservation of food). However, this piece is an original creation by the artisan.

Graña García, A. (1985) La tornería en el occidente asturiano. Museo Etnográfico de Grandas de Salime

https://www.instagram.com/picutorneru/ 
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General information

Afuega'l Pitu Cheese. Fresh cheese with salt
Queisu de Afuega'l pitu. Queisu frescu con sal

Asturian
Latitude 43.3169334
Longitude -6.131668873

Ambás, Grau/Grado, Asturias, Spain
Afuega’l pitu fresh cheese is made from pasteurized cow's milk. Its conical shape is due to the mold used in its 
production, called ‘barreña’. Fresh cheese has a maturation period of 24 hours, it has not been aged in a 
chamber, and is intended for consumption as fresh cheese, or blended with milk and sugar—a traditional Asturian 
dessert known as 'barreña'

8–14
5–12
Cheeses are produced daily at the cheese factory. The documented piece was made days before our visit
Fernández Martínez, Marta (Quesería Ca Sanchu)
Quesería Ca Sanchu, Ambás, Grau/Grado, Asturias

cheesemaking
Cow's milk, rennet, salt

The milk comes from pasture-based farms located in villages near the cheese factory.

The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.
Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.
Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences and 
pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, a 
piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish draining 
the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally obtained 
from the stomach of ruminants. However, in the past, this enzyme was also extracted from the intestines of pigs, 
which were slaughtered at home for domestic consumption during the traditional pig-slaughtering (matanzas).
The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH reduction 
caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is left to rest for 
24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. Nowadays, this 
process is carried out in a vat equipped with temperature control, which is maintained between 22 and 32 degrees 
Celsius.
Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are conical 
in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese remains in this 
draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, unsalted cheese, 
ready for commercialization. If salted cheese is desired, a small amount of salt is manually added to the fresh 
cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with each cheese requiring 
between 2.2 and 2.5 liters of milk.
From this point, the processes vary depending on the type of cheese. Fresh cheese does not require maturation 
and is ready for sale and consumption just a few days after production

Milk pasteurizer, coagulation vat, ladle, cheese draining mold, curating chamber.

Function/use It is a food product and a traditional way to preserve domestic milk production

Purpose of 
production

Retail sale

Quantity In batches of between 150-200 cheeses.

Concept Fresh cheese" or "barreña con sal" is one of the traditional varieties of Afuega’l Pitu cheese, produced in the 
region where the cheese factory is located. It is made following traditional procedures

Cuesta, P., Fernández-García, E., González De Llano, D., Montilla, A., & Rodríguez, A. (1996). Evolution of the 
Microbiological and Biochemical Characteristics of Afuega’l Pitu Cheese During Ripening. Journal of Dairy 
Science, 79(10), 1693–1698. https://doi.org/10.3168/jds.S0022-0302(96)76534-7

González Álvarez, M. G., Díaz-Méndez, C., & Novo Vázquez, A. (2019). De la agricultura familiar a las 
denominaciones de origen protegida (DOP): Transformación del sector del queso en asturias. In Agricultura 
familiar y derecho a la alimentación: Reflexiones desde España, América Latina y el Caribe (pp. 131–142). 
Ediciones de la Universidad de Oviedo. 

Fernández Ramírez, I., & González de la Plata, I. (2006). El queso Afuega’l Pitu. Fenicia / Gráficas Muñiz.
López Murias, Raquel. «Las cinco muyeres de Grau que salvaron al “queisu” que llegó a prohibirse en Asturias: el 
Afuega’l Pitu». ElDiario.es, 15 de febrero de 2025. https://www.eldiario.es/asturias/cinco-muyeres-grau-salvaron-
queisu-llego-prohibirse-asturias-afuega-l-pitu_1_12053455.html

MAPAMA. (2016). Pliego de condiciones de la denominación de origen protegida (D.O.P.) ”Afuega’l Pitu”. 
Ministerio de Agricultura y Pesca, Alimentación y Medioambiente (MAPAMA). [Specification of Afuega’l Pitu 
P.D.O. Ministry of Agriculture and Fisheries, Food and Environment (MAPAMA)].

Official website of the Protected Designation of Origin "Afuega'l Pitu": https://doafuegalpitu.es/

Piñeiro Lago, L. (2021). Study of the thermo-rheological and biochemical parameters of Afuega’l Pitu PDO cheese 
[Doctoral dissertation, Universidade de Vigo]. http://hdl.handle.net/11093/2269

Turismo Asturias. (2020, January 13). DOP Queso Afuega’l Pitu [Video recording]. 
https://www.youtube.com/watch?v=VhtNe344HzM
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General information

Afuega'l Pitu Cheese. 'Atroncáu blancu' variety
Queisu de Afuega'l pitu. Variedá Atroncáu blancu

Asturian
Latitude 43.3169334
Longitude -6.131668873

Ambás, Grau/Grado, Asturias, Spain
Afuega’l pitu ‘Atroncáu blancu’ cheese is made from pasteurized cow's milk. Its conical shape is due to the mold 
used in its production, called ‘barreña’. The cheese's consistency varies depending on its degree of maturation, as 
does its color, which changes from white to yellowish over time. Its rind is natural, and as it matures, after 30 
days, the mold ‘geotricum candida’ appears, originating from the milk itself. It has a slightly acidic and mildly salty 
taste, is creamy, and quite dry.

8–14
5–12
Cheeses are produced daily at the cheese factory. The documented piece was made days before our visit
Fernández Martínez, Marta (Quesería Ca Sanchu)
Quesería Ca Sanchu, Ambás, Grau/Grado, Asturias

cheesemaking
Cow's milk, rennet, salt

The milk comes from pasture-based farms located in villages near the cheese factory

The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.
Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.
Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences and 
pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, a 
piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish draining 
the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally obtained 
from the stomach of ruminants. However, in the past, this enzyme was also extracted from the intestines of pigs, 
which were slaughtered at home for domestic consumption during the traditional pig-slaughtering (matanzas).
The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH reduction 
caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is left to rest for 
24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. Nowadays, this 
process is carried out in a vat equipped with temperature control, which is maintained between 22 and 32 degrees 
Celsius.
Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are conical 
in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese remains in this 
draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, unsalted cheese, 
ready for commercialization. If salted cheese is desired, a small amount of salt is manually added to the fresh 
cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with each cheese requiring 
between 2.2 and 2.5 liters of milk.
From this point, the processes vary depending on the type of cheese. For the Atroncáu blancu variety, the cheeses 
are kept in the maturation chamber for a maximum period of 20 days. The cheese maintains its conical shape and 
characteristic white color.

Milk pasteurizer, coagulation vat, ladle, cheese draining mold, curating chamber.

Function/use It is a food product and a traditional way to preserve domestic milk production

Purpose of 
production

Retail sale

Quantity In batches of between 150-200 cheeses.

Concept The 'Atroncáu cheese' is one of the traditional varieties of Afuega’l Pitu cheese, produced in the region where the 
cheese factory is located. It is made following traditional procedures

Cuesta, P., Fernández-García, E., González De Llano, D., Montilla, A., & Rodríguez, A. (1996). Evolution of the 
Microbiological and Biochemical Characteristics of Afuega’l Pitu Cheese During Ripening. Journal of Dairy 
Science, 79(10), 1693–1698. https://doi.org/10.3168/jds.S0022-0302(96)76534-7

González Álvarez, M. G., Díaz-Méndez, C., & Novo Vázquez, A. (2019). De la agricultura familiar a las 
denominaciones de origen protegida (DOP): Transformación del sector del queso en asturias. In Agricultura 
familiar y derecho a la alimentación: Reflexiones desde España, América Latina y el Caribe (pp. 131–142). 
Ediciones de la Universidad de Oviedo. 

Fernández Ramírez, I., & González de la Plata, I. (2006). El queso Afuega’l Pitu. Fenicia / Gráficas Muñiz.
López Murias, Raquel. «Las cinco muyeres de Grau que salvaron al “queisu” que llegó a prohibirse en Asturias: el 
Afuega’l Pitu». ElDiario.es, 15 de febrero de 2025. https://www.eldiario.es/asturias/cinco-muyeres-grau-salvaron-
queisu-llego-prohibirse-asturias-afuega-l-pitu_1_12053455.html

MAPAMA. (2016). Pliego de condiciones de la denominación de origen protegida (D.O.P.) ”Afuega’l Pitu”. 
Ministerio de Agricultura y Pesca, Alimentación y Medioambiente (MAPAMA). [Specification of Afuega’l Pitu 
P.D.O. Ministry of Agriculture and Fisheries, Food and Environment (MAPAMA)].

Official website of the Protected Designation of Origin "Afuega'l Pitu": https://doafuegalpitu.es/

Piñeiro Lago, L. (2021). Study of the thermo-rheological and biochemical parameters of Afuega’l Pitu PDO cheese 
[Doctoral dissertation, Universidade de Vigo]. http://hdl.handle.net/11093/2269

Turismo Asturias. (2020, January 13). DOP Queso Afuega’l Pitu [Video recording]. 
https://www.youtube.com/watch?v=VhtNe344HzM
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General information

Afuega'l Pitu Cheese. 'Atroncáu blancu - queisu del horro' variety
Queisu de Afuega'l pitu. Variedá Atroncáu blancu 'queisu del horro'

Asturian
Latitude 43.3169334
Longitude -6.131668873

Ambás, Grau/Grado, Asturias, Spain
Afuega’l pitu ‘Atroncáu blancu - queisu del horro’ cheese is made from pasteurized cow's milk. Its conical shape 
is due to the mold used in its production, called ‘barreña’. The cheese's consistency varies depending on its 
degree of maturation, as does its color, which changes from white to yellowish over time. Its rind is natural, and as 
it matures, after 30 days, the mold ‘geotricum candida’ appears, originating from the milk itself. It has a slightly 
acidic and mildly salty taste, is creamy, and quite dry.

8–14
5–12
Cheeses are produced daily at the cheese factory. The documented piece was made days before our visit
Fernández Martínez, Marta (Quesería Ca Sanchu)
Quesería Ca Sanchu, Ambás, Grau/Grado, Asturias

cheesemaking
Cow's milk, rennet, salt

The milk comes from pasture-based farms located in villages near the cheese factory.

The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.
Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.
Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences and 
pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, a 
piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish draining 
the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally obtained 
from the stomach of ruminants. However, in the past, this enzyme was also extracted from the intestines of pigs, 
which were slaughtered at home for domestic consumption during the traditional pig-slaughtering (matanzas).
The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH reduction 
caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is left to rest for 
24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. Nowadays, this 
process is carried out in a vat equipped with temperature control, which is maintained between 22 and 32 degrees 
Celsius.
Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are conical 
in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese remains in this 
draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, unsalted cheese, 
ready for commercialization. If salted cheese is desired, a small amount of salt is manually added to the fresh 
cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with each cheese requiring 
between 2.2 and 2.5 liters of milk.
From this point, the processes vary depending on the type of cheese. Atroncáu blancu cheese, also known as 
queisu del horro, undergoes a longer maturation process traditionally carried out in elevated granaries (hórreo or 
panera), which served as the traditional drying facilities. For the standard Atroncáu blancu variety, the cheeses are 
matured in a chamber for up to 20 days, during which they retain their distinctive conical shape and signature 
white color. The queisu del horro undergoes a much longer maturation process, exceeding 30 days, and even 
reaching up to 60 days. For this reason, it is a much drier cheese with a very distinctive moldy rind.

Milk pasteurizer, coagulation vat, ladle, cheese draining mold, curating chamber.

Function/use It is a food product and a traditional way to preserve domestic milk production

Purpose of 
production

Retail sale

Quantity In batches of between 150-200 cheeses.

Concept The 'Atroncáu cheese-queisu del horro' is one of the traditional varieties of Afuega’l Pitu cheese, produced in the 
region where the cheese factory is located. It is made following traditional procedures. In this case, it is a cheese 
very similar to the traditional cheeses that were stored in elevated granaries. 
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denominaciones de origen protegida (DOP): Transformación del sector del queso en asturias. In Agricultura 
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Ediciones de la Universidad de Oviedo. 
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queisu-llego-prohibirse-asturias-afuega-l-pitu_1_12053455.html

MAPAMA. (2016). Pliego de condiciones de la denominación de origen protegida (D.O.P.) ”Afuega’l Pitu”. 
Ministerio de Agricultura y Pesca, Alimentación y Medioambiente (MAPAMA). [Specification of Afuega’l Pitu 
P.D.O. Ministry of Agriculture and Fisheries, Food and Environment (MAPAMA)].

Official website of the Protected Designation of Origin "Afuega'l Pitu": https://doafuegalpitu.es/

Piñeiro Lago, L. (2021). Study of the thermo-rheological and biochemical parameters of Afuega’l Pitu PDO cheese 
[Doctoral dissertation, Universidade de Vigo]. http://hdl.handle.net/11093/2269

Turismo Asturias. (2020, January 13). DOP Queso Afuega’l Pitu [Video recording]. 
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General information

Afuega'l Pitu Cheese. 'Trapu blancu' variety
Queisu de Afuega'l pitu. Variedá Atroncáu blancu 'queisu del horro'

Asturian
Latitude 43.3169334
Longitude -6.131668873

Ambás, Grau/Grado, Asturias, Spain
Afuega’l pitu ‘Trapu blancu’ cheese is made from pasteurized cow's milk. Its shape, resembling that of a small 
pumpkin, is a result of the production process. To achieve this, the fresh cheese is kneaded and wrapped in a 
cloth (Trapu), tied at the top to allow the whey to drain, and then placed in the maturation chamber.The cheese's 
consistency varies depending on its degree of maturation, as does its color, which changes from white to 
yellowish over time. Its rind is natural, and as it matures, after 30 days, the mold ‘geotricum candida’ appears, 
originating from the milk itself. It has a slightly acidic and mildly salty taste, is creamy, and quite dry.

8–14
5–12
Cheeses are produced daily at the cheese factory. The documented piece was made days before our visit
Fernández Martínez, Marta (Quesería Ca Sanchu)
Quesería Ca Sanchu, Ambás, Grau/Grado, Asturias

cheesemaking
Cow's milk, rennet, salt

The milk comes from pasture-based farms located in villages near the cheese factory.

The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.
Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.
Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences and 
pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, a 
piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish draining 
the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally obtained 
from the stomach of ruminants. However, in the past, this enzyme was also extracted from the intestines of pigs, 
which were slaughtered at home for domestic consumption during the traditional pig-slaughtering (matanzas).
The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH reduction 
caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is left to rest for 
24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. Nowadays, this 
process is carried out in a vat equipped with temperature control, which is maintained between 22 and 32 degrees 
Celsius.
Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are conical 
in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese remains in this 
draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, unsalted cheese, 
ready for commercialization. If salted cheese is desired, a small amount of salt is manually added to the fresh 
cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with each cheese requiring 
between 2.2 and 2.5 liters of milk.
From this point, the processes vary depending on the type of cheese. Atroncáu blancu cheese, also known as 
queisu del horro, undergoes a longer maturation process traditionally carried out in elevated granaries (hórreo or 
panera), which served as the traditional drying facilities.

The "Trapu blancu" cheese is made through a kneading process. The freshly unmolded fresh cheese is placed in 
a kneading machine. Once kneaded, it is wrapped in a cloth (trapu), which is tied to continue the whey-draining 
process. Afterwards, it is untied and cured in the maturation chamber for approximately 20 days.
Milk pasteurizer, coagulation vat, ladle, cheese draining mold, curating chamber.

Function/use It is a food product and a traditional way to preserve domestic milk production

Purpose of 
production

Retail sale

Quantity In batches of between 150-200 cheeses.

Concept The 'Trapu blancu' is one of the traditional varieties of Afuega’l Pitu cheese, produced in the region where the 
cheese factory is located. It is made following traditional procedures. 

Cuesta, P., Fernández-García, E., González De Llano, D., Montilla, A., & Rodríguez, A. (1996). Evolution of the 
Microbiological and Biochemical Characteristics of Afuega’l Pitu Cheese During Ripening. Journal of Dairy 
Science, 79(10), 1693–1698. https://doi.org/10.3168/jds.S0022-0302(96)76534-7

González Álvarez, M. G., Díaz-Méndez, C., & Novo Vázquez, A. (2019). De la agricultura familiar a las 
denominaciones de origen protegida (DOP): Transformación del sector del queso en asturias. In Agricultura 
familiar y derecho a la alimentación: Reflexiones desde España, América Latina y el Caribe (pp. 131–142). 
Ediciones de la Universidad de Oviedo. 

Fernández Ramírez, I., & González de la Plata, I. (2006). El queso Afuega’l Pitu. Fenicia / Gráficas Muñiz.
López Murias, Raquel. «Las cinco muyeres de Grau que salvaron al “queisu” que llegó a prohibirse en Asturias: el 
Afuega’l Pitu». ElDiario.es, 15 de febrero de 2025. https://www.eldiario.es/asturias/cinco-muyeres-grau-salvaron-
queisu-llego-prohibirse-asturias-afuega-l-pitu_1_12053455.html

MAPAMA. (2016). Pliego de condiciones de la denominación de origen protegida (D.O.P.) ”Afuega’l Pitu”. 
Ministerio de Agricultura y Pesca, Alimentación y Medioambiente (MAPAMA). [Specification of Afuega’l Pitu 
P.D.O. Ministry of Agriculture and Fisheries, Food and Environment (MAPAMA)].

Official website of the Protected Designation of Origin "Afuega'l Pitu": https://doafuegalpitu.es/

Piñeiro Lago, L. (2021). Study of the thermo-rheological and biochemical parameters of Afuega’l Pitu PDO cheese 
[Doctoral dissertation, Universidade de Vigo]. http://hdl.handle.net/11093/2269

Turismo Asturias. (2020, January 13). DOP Queso Afuega’l Pitu [Video recording]. 
https://www.youtube.com/watch?v=VhtNe344HzM
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General information

Afuega'l Pitu Cheese. 'Trapu roxu' variety
Queisu de Afuega'l pitu. Variedá Atroncáu blancu 'queisu del horro'

Asturian
Latitude 43.3169334
Longitude -6.131668873

Ambás, Grau/Grado, Asturias, Spain
Afuega’l pitu ‘Trapu blancu’ cheese is made from pasteurized cow's milk. Its shape, resembling that of a small 
pumpkin, is a result of the production process. The "Trapu roxu" cheese is made by kneading fresh cheese.  It has 
a spicy and acidic flavor, slightly dry and doughy in texture. The red color comes from the use of paprika during its 
production.

8–14
5–12
Cheeses are produced daily at the cheese factory. The documented piece was made days before our visit
Fernández Martínez, Marta (Quesería Ca Sanchu)
Quesería Ca Sanchu, Ambás, Grau/Grado, Asturias

cheesemaking
Cow's milk, rennet, salt

The milk comes from pasture-based farms located in villages near the cheese factory

The milk delivered to the cheese factory is stored in an outdoor tank at temperatures below 4 degrees Celsius. 
The following morning, it is pasteurized using a pasteurizer, subjecting it to 72 degrees Celsius for 5 seconds, 
which eliminates bacteria and microorganisms. Subsequently, the pasteurizer pours the milk into curdling vats, 
where it is maintained at an average temperature of 27-28 degrees Celsius, ideal for producing this type of 
cheese.
Once in the vats, the milk is left for 3 to 4 hours to allow its pH to drop to a level of 4.5-5. Afterward, rennet is 
added. Originally, the rennet was of animal origin, though nowadays it is produced in laboratories. The amount 
used is 45 milliliters of rennet per 1,000 liters of milk, representing a very small quantity.
Traditionally, in the production of afuega’l pitu cheese, two processes can be followed, historically documented 
and related to the curdling process. It is possible to curdle without rennet by utilizing temperature differences and 
pH reduction. However, the issue with this curd, known in Asturian as leche presa, is that it has much less 
consistency. If poured into a mold with holes (barreña), the curd escapes through the openings. For this reason, a 
piece of cloth (trapu) is used to strain the whey when pouring the curd.
If rennet is used, the curd gains greater consistency and can be directly placed into the barreñas to finish draining 
the whey. Rennet (cuayo in Asturian) is a digestive enzyme that enables milk coagulation, traditionally obtained 
from the stomach of ruminants. However, in the past, this enzyme was also extracted from the intestines of pigs, 
which were slaughtered at home for domestic consumption during the traditional pig-slaughtering (matanzas).
The curd of Afuega’l Pitu cheese is of an acid-lactic or mixed type, as the milk coagulates due to the pH reduction 
caused by acidity, with rennet aiding in the process. Once the milk is placed in the curdling vat, it is left to rest for 
24 hours, ensuring the temperature remains constant and avoiding significant fluctuations. Nowadays, this 
process is carried out in a vat equipped with temperature control, which is maintained between 22 and 32 degrees 
Celsius.
Once the curd is prepared, it is poured into molds known as barreñas. For this, a garcilla (ladle) is used, which 
allows the curd to be placed in layers within the molds. The process is slow and labor-intensive, as the molds 
must be filled one by one, working in batches of more than 100 cheeses. Nowadays, the molds, which are conical 
in shape, are made of food-grade plastic. In them, the curd gradually drains the whey. The cheese remains in this 
draining process for 24 to 48 hours, without the need for pressing. The initial result is fresh, unsalted cheese, 
ready for commercialization. If salted cheese is desired, a small amount of salt is manually added to the fresh 
cheese after unmolding it. Approximately 100 liters of milk yield around 40 cheeses, with each cheese requiring 
between 2.2 and 2.5 liters of milk.
From this point, the processes vary depending on the type of cheese. Atroncáu blancu cheese, also known as 
queisu del horro, undergoes a longer maturation process traditionally carried out in elevated granaries (hórreo or 
panera), which served as the traditional drying facilities.

The "Trapu blancu" cheese is made through a kneading process. The freshly unmolded cheese is placed in a 
kneading machine, with salt and paprika added during the process. Once kneaded, it is wrapped in a cloth (trapu), 
which is tied to continue the whey-draining process. Afterwards, it is untied and cured in the maturation chamber 
Milk pasteurizer, coagulation vat, ladle, cheese draining mold, curating chamber

Function/use It is a food product and a traditional way to preserve domestic milk production

Purpose of 
production

Retail sale

Quantity In batches of between 150-200 cheeses

Concept The 'Trapu roxu' is one of the traditional varieties of Afuega’l Pitu cheese, produced in the region where the cheese 
factory is located. It is made following traditional procedures.

Cuesta, P., Fernández-García, E., González De Llano, D., Montilla, A., & Rodríguez, A. (1996). Evolution of the 
Microbiological and Biochemical Characteristics of Afuega’l Pitu Cheese During Ripening. Journal of Dairy 
Science, 79(10), 1693–1698. https://doi.org/10.3168/jds.S0022-0302(96)76534-7

González Álvarez, M. G., Díaz-Méndez, C., & Novo Vázquez, A. (2019). De la agricultura familiar a las 
denominaciones de origen protegida (DOP): Transformación del sector del queso en asturias. In Agricultura 
familiar y derecho a la alimentación: Reflexiones desde España, América Latina y el Caribe (pp. 131–142). 
Ediciones de la Universidad de Oviedo. 

Fernández Ramírez, I., & González de la Plata, I. (2006). El queso Afuega’l Pitu. Fenicia / Gráficas Muñiz.
López Murias, Raquel. «Las cinco muyeres de Grau que salvaron al “queisu” que llegó a prohibirse en Asturias: el 
Afuega’l Pitu». ElDiario.es, 15 de febrero de 2025. https://www.eldiario.es/asturias/cinco-muyeres-grau-salvaron-
queisu-llego-prohibirse-asturias-afuega-l-pitu_1_12053455.html

MAPAMA. (2016). Pliego de condiciones de la denominación de origen protegida (D.O.P.) ”Afuega’l Pitu”. 
Ministerio de Agricultura y Pesca, Alimentación y Medioambiente (MAPAMA). [Specification of Afuega’l Pitu 
P.D.O. Ministry of Agriculture and Fisheries, Food and Environment (MAPAMA)].

Official website of the Protected Designation of Origin "Afuega'l Pitu": https://doafuegalpitu.es/

Piñeiro Lago, L. (2021). Study of the thermo-rheological and biochemical parameters of Afuega’l Pitu PDO cheese 
[Doctoral dissertation, Universidade de Vigo]. http://hdl.handle.net/11093/2269

Turismo Asturias. (2020, January 13). DOP Queso Afuega’l Pitu [Video recording]. 
https://www.youtube.com/watch?v=VhtNe344HzM
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General information

The pouch made of a ram’s scrotum
Tubakakott

Estonian
Latitude 58.321648
Longitude 25.726901

Viljandi county, Estonia
A round drawstring bag with a hairy, light-coloured ram's scrotum at the bottom. The top is made of dark, thick 
woolen fabric, and a bone carving is used to attach the string. The leather is hand-stitched and the stitches are 
visible.

18
13

2019
Hint, Monika
Monika Hint`s studio Koordikamber, in Koordi farm, Viljandi county, Estonia

1

Materials used are ram`s testicles tanned in the acidified rye flour, woollen and cotton fabric, metal accesories.

Collaborating with local farmers, hunters and other artisans, Monika Hint uses and often recycles bone, horn, 
leather, wool and other natural materials to create products that build on and develop further traditional methods 
and artefacts. The pouches made in Koordikamber are organic for the simple reason that nowadays only organic 
farms keep rams, i.e. uncastrated male sheep. The scrotums come from a small organic farm in southern 
Estonia.

Tawing, sewing, cutting, smoothing, drilling. It is the form of the scrotum, among other things, that fascinates the 
artisan Monika Hint. Seeking to make the most of this material, she combines skin with textiles for durability, 
functionality and looks, and with details made of bone, which is another favorite material of hers. She either taws 
scrotums with alum and salt, which produces results quickly, or tans them in acidified rye flour. In the latter case, 
scrotums are soaked for several days in fermented cereal mixture made of flour. In addition to rye, wheat, barley, 
and oats can be used to process leather. Flour tanning is one of the oldest tanning technologies in Estonia and is 
particularly suitable for sheep and ram skins. 

Knives, awls, burscissors, needle, thread.

Function/use During the 17–19th centuries leather pouches made of ram’s testicles, were used as money-bags and tobacco 
pouches. They were tanned along with the skins and decorated with applique, beads, copper rings and fabric. 
Nowadays the pouch is suitable for coins, cellphone, pipe, dice, tobacco, talisman etc.

Purpose of 
production

Made for sale 

Quantity The scrotums are delivered to Monika Hint maybe twice a year in batches of approximately 10. Because this raw 
material is so precious, and the traditional techniques used to process it tend to be time-consuming and labor-
intensive, Monika Hint makes artefacts out of ram’s scrotum only a couple of times a year. 

Concept While these products are of high quality and exclusive, they come from an ethos of subsistence that for centuries 
used to define rural life in Estonia. Monika Hint aims to keep the production process as nature-friendly, local, 
simple and resource efficient as possible. This means using as few resources as possible, recycling as much 
possible and minimizing waste. In fact, much of what she works with is waste: byproducts and materials that 
others have no use for. 

Hint, Monika 2013. “Luu töötlemine lamba sääreluust vilepilli näitel.” Studia Vernacula Vol. 4, Lugusid 
materjalidest. Stories about Materials, pp. 58-72. https://doi.org/10.12697/sv.2013.4.58-72.

Uus, Made 2019. “Traditional leather processing using domestic methods in Estonia.” Studia Vernacula Vol. 11, 
Studying Estonian heritage craft technologies: best of Studia Vernacula 2013-2019, pp. 164–179. 
https://doi.org/10.12697/sv.2019.11.164-179.

Media (image)

Photo UTARTU_AR_01(01).jpg

Technique

fibre and textile crafts

Size (in cm) length
width
height

Inventory ID
Author(s) of the entry
Links to cultural practices
Links to practitioners

If yes, specify what AI tools were used and how

Name of the object in English
Alternative name(s). Name(s) of the object in local language(s) (emic terms, what 
practitioners call it)

Name

Were any AI tools used to complete the entry?AI tools

Language(s)

File name(s)

How is the object related to cultural practices, local customs, beliefs, values, ideologies, 
one’s feelings, emotions?

Why was the object produced (e.g., for one’s own needs, as an art piece for exhibiting, 
for sale, etc.)?

What is the function of the object?

woodwork
metalwork

Location GPS

Craft
Place

Name

Description

Dating
Maker/creator

Documentation and research

What is the object made of/from?

Where did materials for making the object come from?

Material

How was the object made?

What tools were used for making the object?

What is the scale of production of such objects by an artisan (from one to mass 
production)?

ceramics
leatherwork
glasswork
other (specify)



Metadata
ZRCSAZU_AR_01
Katarina Šrimpf Vendramin, Saša Poljak Istenič
ZRCSAZU_CP_01
ZRCSAZU_PR_01

yes 1
no

Chat GPT was used to summarise and translate the text

General information
Woolen felted scarf

Volnen filcan šal
Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

Hand-felted scarf  is made with wet felting technique, produced from high-quality black, gray, and white wool, 
combined to give a sense of colours bleeding into each other. A technique was used to produce delicate, 
lightweight, and airy texture, which ensures a soft, breathable texture, while maintaining durability and structural 
integrity.    

220
42

2017
Musek, Anja
Škofja Loka, Amuse by Anja Musek

1

Wool

The craftwoman who made the scarf sources her materials mainly from Italy

Wet felting

The scarf was made by hand, with the help of a rubber mat on which she created the scarf, and a felting machine, 
which shortened the process time.

Function/use A scarf is a fashion accessory and thus a decorative object

Purpose of 
production

The scarf was made for sale

Quantity

Scarves are Anja Musek's best-selling products, and it takes her about two days to make one. She makes them to 
order and on demand, and has a few made in advance. She makes between 5 and 10 a month. 

Concept

Anja Musek says that her medium of expression is wool, and that she finds inspiration mainly in nature. Škofja 
Loka was also known for hatmaking, where the knowledge of wet felting was used by hatters to make the bases 
for their hats. 

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/
https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215

https://www.ra-sora.si/razstava-anja-musek-amuse/
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Chat GPT was used to summarise and translate the text

General information

Felted sweater
Filcana pulover

Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

This is a sweater in crafted in wet-felting technique, created entirely from a single piece of felt. The seamless 
construction demonstrates a high level of expertise in both felting and garment shaping, as the entire form is 
sculpted during the felting process rather than being cut and stitched together. The sweater 
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Musek, Anja
Škofja Loka, Amuse by Anja Musek

1

Sweater is made from wool

The craftwoman who made the jacket sources her materials mainly from Italy.

The sweater was made using the wet felting technique. Creating a seamless felted garment of this quality 
demands advanced knowledge of textile construction, fiber behavior, and shrinkage ratios, as wool can shrink up 
to 40% during the felting process. The mastery of this technique allows the artisan to craft a fully functional, form-
fitting piece that is both durable and comfortable to wear.

The sweater was made by hand, with the help of a rubber mat, smoothing tool, soap and water. 

Function/use The sweater is a functional item of clothing designed for everyday wear

Purpose of 
production

The jacket was a prototype, a test piece. 

Quantity Unknown

Concept Anja Musek says that her medium of expression is wool, and that she finds inspiration mainly in nature. Škofja 
Loka was also known for hatmaking, where the knowledge of wet felting was used by hatters to make the bases 
for their hats. 

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/

https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215
https://www.ra-sora.si/razstava-anja-musek-amuse/
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Chat GPT was used to summarise and translate the text

General information

Felted brooch
Filcana broška 

Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

This is a handcrafted felted wool brooch designed in the shape of a rose. Made from natural, undyed wool. The 
wool fibers have been shaped and compressed using a wet felting and needle felting technique, which binds the 
fibers together to create a sturdy yet lightweight structure.
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Brooch was made from undyed wool.

The craftwoman who made the scarf sources her materials mainly from Italy.

Object was made by hand. The wool fibers have been shaped and compressed using a wet felting and needle 
felting technique.

The scarf was made by hand, with the help of a rubber mat on which she creates a base for the brooch on and 
felting needle. 

Function/use A brooch is a fashion accessory and thus a decorative object

Purpose of 
production

The brooch was made for sale.

Quantity The time required to create a felted wool brooch like this one depends on the technique used and the artisan's 
skill level. For this tipe of brooch artist need 2 to 4 hours. 

Concept This brooch represents a fusion of traditional craftsmanship and contemporary design, showcasing the versatility 
of natural wool in fashion and ornamentation.

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/

https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215
https://www.ra-sora.si/razstava-anja-musek-amuse/
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Chat GPT was used to summarise and translate the text

General information

Felted jacket
Filcana jakna

Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

This is a masterfully crafted wet-felted wool jacket, created entirely from a single piece of felt. The seamless 
construction demonstrates a high level of expertise in both felting and garment shaping, as the entire form is 
sculpted during the felting process rather than being cut and stitched together. The jacket features a rich blend of 
deep blue tones with organic textures, achieved through the careful manipulation of wool fibers. 
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Jacket is made from wool.

The craftwoman who made the jacket sources her materials mainly from Italy.

The jacket was made using the wet felting technique. Creating a seamless felted garment of this quality demands 
advanced knowledge of textile construction, fiber behavior, and shrinkage ratios, as wool can shrink up to 40% 
during the felting process. The mastery of this technique allows the artisan to craft a fully functional, form-fitting 
piece that is both durable and comfortable to wear.

The jacket was made by hand, with the help of a rubber mat, smoothing tool, soap and water. 

Function/use The jacket is a functional item of clothing designed for everyday wear

Purpose of 
production

The jacket was costom made for sale. 

Quantity

Concept Anja Musek says that her medium of expression is wool, and that she finds inspiration mainly in nature. Škofja 
Loka was also known for hatmaking, where the knowledge of wet felting was used by hatters to make the bases 
for their hats. 

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/

https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215
https://www.ra-sora.si/razstava-anja-musek-amuse/
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Chat GPT was used to summarise and translate the text

General information

Scarf with felted parts
Šal s filcanimi vstavki

Slovene

Latitude 46.1663223
Longitude 14.30730851

Škofja Loka, Gorenjska, Slovenia

This is a delicate, handmade scarf crafted using a nuno felting technique, which combines lightweight 
fabric—such as silk or chiffon—with wool fibers. The scarf features a sheer silk black base with vibrant red felted 
wool accents, creating a contrast. The red wool is integrated into the fabric through a process of wet felting, where 
wool fibers are gently worked into the fabric using soap, water, and agitation.
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1

Scarf is made from silk light fabric and wool.

The craftwoman who made the scarf sources her materials mainly from Italy.

Scarf was made in nuno felting technique, which is a popular technique in contemporary textile art, allowing for 
the creation of lightweight yet warm garments and accessories. The technique allows  combining of lightweight 
fabric—such as silk or chiffon—with wool fibers. The red wool is integrated into the fabric through a process of wet 
felting, where wool fibers are gently worked into the fabric using soap, water, and agitation. This results in a 
unique texture, with areas of soft, raised wool contrasting against the smooth, transparent fabric.

The scarf was made by hand, with the help of a rubber mat on which she created the scarf, and a felting machine, 
which shortened the process time.

Function/use A scarf is a fashion accessory and thus a decorative object

Purpose of 
production

The scarf was made for a gift.

Quantity Scarves are Anja Musek's best-selling products, and it takes her about two days to make one. She makes them to 
order and on demand, and has a few made in advance. She makes between 5 and 10 a month. 

Concept Anja Musek says that her medium of expression is wool, and that she finds inspiration mainly in nature. Škofja 
Loka was also known for hatmaking, where the knowledge of wet felting was used by hatters to make the bases 
for their hats. 

http://www.amuse.si/my-story.html

https://www.centerduo.eu/kreativnice/anja-musek/

https://365.rtvslo.si/arhiv/vizionar-obrtnik-in-podjetnik/175079215
https://www.ra-sora.si/razstava-anja-musek-amuse/
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MN_AR_10(01) jpg A metal sculpture "Great cormorant with wings" on a stone base (front view) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_10(02) jpg A metal sculpture "Great cormorant with wings" on a stone base (side view) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_10(03) jpg A metal sculpture "Great cormorant with wings" on a stone base (side view) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_10(04) jpg A metal sculpture "Great cormorant with wings" on a stone base (back view) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_10(05) jpg A metal sculpture "Great cormorant with wings" on a stone base (front view, closeup) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_10(06) jpg A stone base of the metal sculpture "Great cormorant with wings" with an inscription "Tor-Vegard // 2024" (bottom view) Agnes Csenki 2025-02-12 68.00499775 13.2073238
MN_AR_11(01) jpg Model of Rombaksbotn Kjersti Robertsen 2022-10-10 68.44147517 17.44118635
MN_AR_11(02) jpg Model of Rombaksbotn Kjersti Robertsen 2022-10-10 68.44147517 17.44118635
MN_AR_11(03) jpg Model of Rombaksbotn Kjersti Robertsen 2022-10-10 68.44147517 17.44118635
MN_AR_11(04) jpg Model of Rombaksbotn Kjersti Robertsen 2022-10-10 68.44147517 17.44118635
MN_AR_12(01) jpg Model of Hundalen Erlend Sandvoll 2021-06-16 68.39766764 17.96603879
MN_AR_12(02) jpg Model of Hundalen Erlend Sandvoll 2021-06-16 68.39766764 17.96603879
MN_AR_12(03) jpg Model of Hundalen Erlend Sandvoll 2021-06-16 68.39766764 17.96603879
MN_AR_12(04) jpg Model of Hundalen Erlend Sandvoll 2021-06-16 68.39766764 17.96603879
MN_AR_13(01) jpg Carpenter pencil Kjersti Robertsen 2025-02-25 68.3287381 16.79337033
MN_AR_14(01) jpg Hammer Kjersti Robertsen 2025-02-25 68.3287381 16.79337033
MN_AR_15(01) jpg Foldable yardstick Kjersti Robertsen 2025-02-25 68.3287381 16.79337033
MN_AR_15(02) jpg Foldable yardstick Kjersti Robertsen 2025-02-25 68.3287381 16.79337033

MN_CP_03(01) jpg Tor-Vegard Mørkved demonstrates how he creates a bird figure by using hand hammer Agnes Csenki 2025-01-29 68.00502186 13.20730234
MN_CP_03(02) jpg Tor-Vegard Mørkved holding a hot bird formed steel with pliers Agnes Csenki 2025-01-29 68.00502186 13.20730234

MN_PR_02(01) jpg Tor-Vegard Mørkved in his workshop Agnes Csenki 2025-02-12 68.004948 13.207371
MN_PR_02(02) jpg Tor-Vegard Mørkved in his workshop Agnes Csenki 2025-02-12 68.004948 13.207371
MN_PR_02(03) jpg Tor-Vegard Mørkved with researcher in his workshop Agnes Csenki 2025-02-12 68.004948 13.207371

RV_AR_01(01) jpg Grey mittens of wool with entrelac and a raindeer Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_01(02) jpg Grey mittens of wool with entrelac and a raindeer Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_01(03) jpg A piece of paper with  Inez Assk's great grandmother's original pattern scheme for the mittens Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_02(01) jpg A pair of gloves in white with embroidery in a salmon colour. The tag of "Utmärkt värmländsk slöjd" is shown attatched Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_03(01) jpg A pair of grey mittens in entrelac with embrodiery Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_04(01) jpg Knitted hat shown in grey, black, orange and red with pompoms on braid on top Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_05(01) jpg Mittens in entrelac and stockinette with roses and patterns in black, white and details in salmon Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_AR_06(01) jpg Blue felted pot/vase shown from front. Pattern of circles on the side. Glas cylinder not shown Ulrika Jäger 2025-01-10 59.729006 13.322161
RV_AR_07(01) jpg Seat cushion in yellow and orange shown laying flat, photo taken at a tilted birs eye view. Pattern is snown clearly. Ulrika Jäger 2025-01-10 59.729006 13.322161
RV_AR_07(02) jpg Folded seat cushion in yellow and orange shown laying flat, photo taken at a tilted birs eye view Ulrika Jäger 2025-01-10 59.729006 13.322161
RV_AR_08(01) jpg Square cushion in felted fabric. Mustad, black and white colours. In the bottom right you can see the practitioners logo in leather 

"Ullting"
Ulrika Jäger 2025-01-10 59.729006 13.322161

RV_AR_09(01) jpg Carpet in black, grey and white wool hung. It's got graphical patterns in squares and triangles. Ulrika Jäger 2025-01-10 59.729006 13.322161
RV_AR_09(02) jpg Close up of wool carpet in black, grey and white wool. Intersection of different colour wool meeting. Ulrika Jäger 2025-01-10 59.729006 13.322161
RV_AR_10(01) jpg White lamp shade made with wool fabric and wool locks Ulrika Jäger 2025-01-10 59.729006 13.322161

RV_AR_11(01) jpg Square pillow with zig-zag pattern in mainly warm colours Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542
RV_AR_12(01) jpg White hanging lamp in linen yarn Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542
RV_AR_13(01) jpg Woolen scarf in pale colour with patterns of darker leaves Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542
RV_AR_14(01) jpg Woven necklace, longer model in several shades of blue Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542
RV_AR_15(01) jpg Square pillow woven in linen and red linen and tassles at the corners Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542

RV_CP_01(01) jpg Inez Assk holding a local and traditional pack basket woven in birch bark using the same design language as entrelac Ulrika Jäger, Sara Olsson 2024-11-21 59.8376399 13.1230106
RV_CP_02(01) jpg Carina Haglund in her workshop rolling and felting at the table Susanne Johansson Sadri 2024-02-21 59.729006 13.322161
RV_CP_02(02) jpeg Carina Haglund's felting machine Carina Haglund 2024-09-25 59.729006 13.322161
RV_CP_03(01) jpg Therese Henner at her loom in her studio, weaving. Image in profile view. Susanne Johansson Sadri 2024-02-16 59.6574488 12.890542
RV_CP_03(02) jpg Plant dyed yarns, dyed by Therese Henner Ulrika Jäger, Sara Olsson 2024-12-06 59.6574488 12.890542

RV_PR_01(01) jpg Inez Assk in her home, knitting Ulrika Jäger, Sara Olsson 2024-11-20 59.8376399 13.1230106
RV_PR_02(01) jpg Portrait of Carina Haglund inside her workshop Susanne Johansson Sadri 2025-02-21 59.72825618 13.32088813
RV_PR_02(02) jpg Winter. Portrait of Carina Haglund, on stair to one of her houses. Her workshop is the red builidng in the left corner Susanne Johansson Sadri 2025-02-21 59.72825618 13.32088813
RV_PR_02(03) jpg Winter. Haglunds workshop in the left side of the image and house on the right. Susanne Johansson Sadri 2025-02-21 59.72825618 13.32088813
RV_PR_02(01) insp insta360 photo of Haglund's workshop Ulrika Jäger 2025-01-10 59.72825618 13.32088813
RV_PR_03(01) jpg Therese Henner looking into camera, wearing scarf and band she's woven herself. Winter landscape in background Susanne Johansson Sadri 2024-02-16 59.6574488 12.890542
RV_PR_03(02) jpg Therese Henner sitting at loom. View from front and natural dyed yarns hanging on string above heddles Susanne Johansson Sadri 2024-12-06 59.6574488 12.890542

UNIOVI_AR_01(01) jpg A round wooden bowl decorated with geometrical patterns in grey (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383
UNIOVI_AR_01(02) jpg A round wooden bowl decorated with geometrical patterns in grey (general view) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_02(01) jpg A round deep wooden plate, cuenco (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_02(02) jpg A round deep wooden plate, cuenco (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_03(01) jpg Wooden finials (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_03(02) jpg Wooden finials (close up with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(01) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(02) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(03) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(04) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(05) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(06) jpg Two wooden spinning tops (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(07) jpg Wooden spinning top (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(08) jpg Wooden spinning top (general view) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_04(09) jpg Wooden spinning top (general view) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_05(01) jpg Turned wooden box with a lid decorated with carved geometrical patterns (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_05(01) jpg Turned wooden box with a lid decorated with carved geometrical patterns (general view) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383
UNIOVI_AR_05(01) jpg Turned wooden box with an open lid decorated with carved geometrical patterns (general view) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383
UNIOVI_AR_05(01) jpg Two turned wooden boxes with lids decorated with carved geometrical patterns (general view with scale) Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_AR_06(01) jpg Afuega'l Pitu Cheese. Fresh cheese with salt Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_07(01) jpg Afuega'l Pitu Cheese. 'Atroncáu blancu' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_08(01) jpg Afuega'l Pitu Cheese. 'Atroncáu blancu - queisu del horro' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_09(01) jpg Afuega'l Pitu Cheese. 'Trapu blancu' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_09(02) jpg Afuega'l Pitu Cheese. 'Trapu blancu' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_10(01) jpg Afuega'l Pitu Cheese. 'Trapu roxu' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_AR_10(02) jpg Afuega'l Pitu Cheese. 'Trapu roxu' variety Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_CP_02(01) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(02) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(03) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(04) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(05) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(06) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(07) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(08) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(09) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(10) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(11) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(12) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(13) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(14) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_CP_02(15) jpg The process of cheesemaking Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UNIOVI_PR_01(01) jpg Javier Ortiz del Peño's workshop Llara Fuente Corripio, Santiago Rodríguez Pérez 2024-11-27 43.3335456 -5.544602383

UNIOVI_PR_02(01) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(02) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(03) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(04) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(05) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(06) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873
UNIOVI_PR_02(07) jpg Marta Fernández Martínez in the cheesemaking workshop Santiago Rodríguez Pérez 2025-01-30 43.3169334 -6.131668873

UTARTU_AR_01(01) jpg The pouch made of a ram’s scrotum Monika Hint 2024-02-07 58.321648 25.726901

UTARTU_PR_01(01) jpeg Portrait of Monika Hint Mariana Hint-Rääk 2017-09-17 58.321648 25.726901
UTARTU_PR_01(02) jpg Monika Hint in her workshop Koordikamber Riho Hint 2022-11-22 58.321648 25.726901

ZRCSAZU_AR_01(01) jpg Felted scarf Manca Filak 2025-02-13 46.04785991 14.5047086
ZRCSAZU_AR_01(02) jpg Felted scarfs in the Anja Musek's shop Saša Babič 2025-01-24 46.1664563 14.30722027
ZRCSAZU_AR_02(01) jpg Felted sweater Manca Filak 2025-02-13 46.04785991 14.5047086
ZRCSAZU_AR_03(01) jpg Felted brooch Manca Filak 2025-02-13 46.04785991 14.5047086
ZRCSAZU_AR_04(01) jpg Felted jacket Manca Filak 2025-02-13 46.04785991 14.5047086
ZRCSAZU_AR_05(01) jpg Scarf with felted parts Manca Filak 2025-02-13 46.04785991 14.5047086

ZRCSAZU_CP_01(01) jpg  The process of felting a flat surface Katarina Sekirnik 2025-01-24 46.1664563 14.30722027



ZRCSAZU_CP_01(02) jpg  Wool felting tool Saša Poljak Istenič 2025-01-24 46.1664563 14.30722027

ZRCSAZU_PR_01(01) jpg Artist Anja Musek at the door to her studio in Škofja Loka Saša Poljak Istenič 2025-01-24 46.1664563 14.30722027
ZRCSAZU_PR_01(02) jpg Artist Anja Musek in her shop Saša Poljak Istenič 2025-01-24 46.1664563 14.30722027
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Video 
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Annex A. Interviewing guidelines 

 
What makes an interview 

Qualitative interviewing is an interactive mode of knowledge production where, ideally, meanings are co-created. 

Qualitative interviews position the interviewees as experts on their own lives, practices, and experiences. At the same 

time, as a specific social practice, qualitative interviewing is laden with power relations that the 

interviewers/researchers need to be mindful of. Ultimately, to the extent that interviews are initiated and conducted 

by researchers, they serve the researchers’ purpose.  

  

Types of interviews 

Interviews differ, among others, in terms of their structure and the number of participants.  

 

Structured interviews resemble surveys in that there is a fixed set of questions asked in a set order. Structured 

interviews may be useful when documenting information about artisans/practitioners, artefacts and practices for the 

purposes of the Rural Crafting Archive.  

 

Unstructured interviews resemble naturally occurring conversations where the interviewer assumes the role of a 

facilitator and listener. Researchers are nevertheless encouraged to come to the interview with a list of topics they 

would like the interviewee to cover. Unstructured or open interviews are suitable for recording life stories and personal 

experiences (e.g., of life in rural remote areas). A type of unstructured interviews, informal interviews may spring up 

in diverse research settings and provide insights as well as impetus of “proper interviews”. Such informal conversations 

become data once they are recorded in a field diary, but unlike recorded interviews, they cannot be quoted from.  

 

Semi-structured interviews contain more and less structured sequences: some questions are to be asked in all the 

interviews to allow for comparison, while the choice of other questions varies, depending on the narrower purpose 

of the given interview. The order of questions may vary, and the interviewees are encouraged to ask additional, 

unplanned questions.  

 

Individual interviews consist of one interviewee and (preferably) one interviewer, while group interviews involve 

several interviewees and encourage interactions between them with the interviewer assuming the role of a facilitator 

and moderator. 

 

Focus group interviews typically consist of 5-10 carefully selected participants who are invited to discuss amongst 

themselves a specific topic or a specific set of issues. The aim is to create space for expressing diverse viewpoints, 

sharing different experiences, and better understanding the complexity of the matter at hand. At its best, focus group 

interviews replicate social interactions in a friendly atmosphere. It is important to plan the participant recruitment 

carefully based on the aims of the interview. The interviewer needs to keep an eye on group dynamics and emergent 

hierarchies.   

 

The preferred interview form for the purposes of CULTURALITY is individual semi-structured interview. However, 

the following table (adapted from Hennink 2014: 28) summarises some of the advantages of individual interviews and 

focus group interviews for the purposes of CULTURALITY: 

 

Individual interviews (Focus) group interviews 

Capture individual perspectives, performances Capture diverse perspectives 

Elicit personal narratives and artisanal biographies Discuss and collectively explain issues of relevance to 

the project as well as practices (customs, traditions, 

changes and variations thereof) 
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Collect detailed information on individual creative 

practices 

Interactions in a group setting facilitate the 

remembering of songs, stories, recipes, customs, etc. 

and may encourage performances. 

Reach geographically dispersed participants Get a sense of the community 

 

Prior informed consent 

All interviewees must give prior informed consent to being interviewed, recorded, and included in this research. For 

the purposes of CULTURALITY, written informed consent must be obtained before the start of the interview. The 

interviewee must be provided with a copy of the informed consent form signed by the interviewer and the 

interviewee. The form should be in the language the interviewee understands well, preferably in the language of the 

interview. As per the grant agreement, “The project information sheet and the informed consent form templates will 

be provided by the consortium prior to the start of participatory activities as an annex /T1.2)” (Part B, p. 42). 

 

The aim of informed consent is to protect all human participants in research, researchers included. Rather than a one-

time event, informed consent is best conceived as an “ongoing communication process” the purpose of which is “to 

protect each participant's welfare, ensure the participants are voluntary and informed, and promote positive feelings 

before and after completing a study” (Owens 2012).  

 

For prior informed consent to be considered valid: 

1) the interviewees must understand the information presented to them about the research (its purpose, funder), 

their role in the study (duration, what it entails), and any implications their participation may have for them, both 

gains and risks. This includes explaining, among others, what kind of data is collected, who has access to it, how it is 

stored and for how long, how anonymity is ensured (if applicable).   

 

2) the interviewees must give consent voluntarily, and they should be informed that they can withdraw their consent 

at any time during the interview or later without it leading to negative consequences; they also can opt out of 

answering a question and/or ask for a pause in recording.  

 

3) the participant must be competent to give consent.  

 

See also: UNESCO capacity-building materials repository Unit 21: Ethics in community-based inventorying; Unit 22: 

Free, prior and informed consent; https://ich.unesco.org/en/capacity-building-materials. 

  

Tips for before, during, and after an interview 

Do your homework and establish goals. Read up on the location you are headed to, on the phenomenon you aim to 

learn about and document, possibly on the persons you will be interacting with. What information is already there 

and in what form? How could the interview complement it (what is the purpose of the interview)? Go through the 

interview guide to identify the most relevant themes and questions for the given interview. If the interview is going 

to be in a language other than English, take some time to translate the questions in the interview guide and to get to 

know them well.  Create your own interview guide, listing the questions to be asked and/or the topics to be discussed 

in the interview language. Familiarise yourself with the recording equipment, making sure you know how to use it, 

the battery is charged, there is enough space, etc.  

 

Conduct the interview in a place and at a time that is comfortable for your interviewee(s). Try to find a quiet place 

where you will not be distracted. Place the recorder within easy reach. 

  

Seek prior informed consent that meets the three basic conditions. Describe the purpose of the interview, the aims 

of the project, and how the recorded materials will be used. Sign the informed consent form, have the interviewee(s) 

sign it and provide the interviewee with a copy of the signed form.  
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Ask one question at a time, preferring open-ended questions (how, when, why, what, where; please describe). Avoid 

long questions that might lead your interlocutor to give a specific answer (unless you want them to confirm specific 

details). Move from introductory, easier questions to the more specific ones that address the main purposes of the 

interview.  

 

Take time to listen and don’t be afraid of silences. Ask for follow-up questions and try not to disrupt the interview 

flow by changing the topic abruptly. Make sure to give your interlocutors time to think and talk about what matters 

to them. You may want to take notes during the interview of questions and topics you want to return to. When an 

answer you have been given is too general or vague, you can seek a personal response, asking for the interviewee’s 

personal view on this matter or paraphrasing the interviewee’s response. 

 

Leave the door open. Ask for permission to contact the interviewee(s) for fact-checking and follow-up questions. 

Make sure the interviewees can contact you later, also on the matter of informed consent.  

 

Thank the interviewee(s) for their time and contributions.  

 

Keep a fieldwork diary to record what goes without recording. Reflect on the meetings and on circumstances that 

may have impacted the course of the interview. Write down the time and place of the interview.  

 

Do no harm either during the interview or at later stages of research. Because harm can come in many forms, it is 

important to reflect on the possible negative consequences of research and documentation for both the 

interviewee(s) and the interviewer.  

  

References and further readings, additional resources 
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Brinkmann, Svend. 2017. The Interview. In: Norman K. Denzin & Yvonna S. Lincoln (eds.), The SAGE Handbook of 
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Hunt, Marjorie. 2016. The Smithsonian Folklife and Oral History Interviewing Guide. Smithsonian Center for Folklife 

and Cultural Heritage. https://folklife-media.si.edu/docs/folklife/interviewing_guide/InterviewingGuide.pdf.   

Miles, Matthew B., A. Michael Huberman, and Johnny Saldaña. Qualitative Data Analysis: A Methods Sourcebook. 3 
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38:1, 63–108.  

Owens, Rhea L. 2012. Informed Consent. In: Neil J. Salkind (ed.), Encyclopedia of Research Design. SAGE Publications, 

Inc. https://dx.doi.org/10.4135/9781412961288.  

Robson, Colin, and Kieran McCartan. 2016. Real World Research. A Resource for Users of Social Research Methods in 
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Oral History Archive (OHA) Principles and Best Practices, https://oralhistory.org/principles-and-best-practices-revised-

2018.  

UNESCO capacity-building materials repository (English, French, Spanish, Russian, Arabic), especially Units 18-37 

addressing community-based inventorying (incl. Unit 24: Audio recording in inventorying; Unit 25: Interviewing in 

inventorying) and Units 48-49 on gender, https://ich.unesco.org/en/capacity-building-materials.  

Documenting Traditional Knowledge – A Toolkit, WIPO Repository, World Intellectual Property Organization, 2017, 

https://tind.wipo.int/record/29026?v=pdf. 
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Annex B. Interview questions 

 

General info  

• How would you introduce yourself?  

• What do you do for a living?   

• If craftsmanship is not your job, which crafts do you practice? Why do you do it? When do you do it? 

• How long have you been doing it?  

  

Practices, skills and knowledge, materials (circular economy) 

• Which material(s) do you use in your practice? 

• How do you work with these materials? What do you do with them? 

• What do you like about working with this material? Why? 

• Could you describe or show how you create a certain product/object? *make a video or photo documentation 

of the procedures*  

• How long does it take you to make one item? 

• How did you learn this craft? Who taught it to you? When did you learn it?  

• Are there any other crafts you know but are not actively using right now?  

• Are there any crafts you would like to learn? Why? How could you learn them? 

• Have you taught anybody what you know/do? Whom? How did you teach him/her?  

• Where do you get your material(s) from? Why do you prefer these sources? Have you used other sources in 

the past? What is important for you when choosing your materials and where to get them from? 

• Are your materials readily available? Which ones are harder to get? Why? 

• Have there been any changes to the availability of any of these materials over the years? 

• What do you do with leftovers?  

• How do you manage waste?  

  

Tools 

• Which tools do you use in your crafts? Could you show how you use them? *take pictures of the tools and 

their use*  

• Who taught you to use them? When and where?  

• Where did you get your tools? Are there any tools that have been passed down to you by other makers? By 

your family members? 

• How do you maintain your tools? Are there any specialists who service them?  

• What happens if they break down? Where do you get new ones from?  

• Are there any other, more contemporary tools that you could use? Why do you prefer the ones you are using? 

• Are there any tools that are particularly valuable to you? What makes them important or unique? 

• How has your use of tools changed over the years? Are there any tools that used to be common but are no 

longer used?  

  

Products and services, tourism   

• What kind of items do you create? *take pictures*  

• For what purposes?  If for sale, where do you sell them?   

• What kinds of services (if any) do you offer?   

• Who do you make and offer them for? 

• Who are your customers (both products and services)? How do they find you? How do you reach them? Are 

there any opportunities you wish you had access to? 

• Are you engaged in activities related to tourism? Why? What kind of activities? Who are the tourists (e.g., 

domestic, foreign)? OR Have you ever considered engaging in tourism? What stops you from doing it? 

• Are there any items you would like to make? Why? Why are you not producing them?  
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• Are there any services you have considered offering to tourism? What would be needed to do so? 

• Which items do you enjoy creating the most? Why?  

• How have your creations changed over the years? Why have they changed? 

• Do people ever ask you to fix or repair anything you made? 

• Do your products have any certification/labels (e.g., place of origin, bio, handmade, heritage product, etc.)? If 

yes, what?  

  

Workshop  

• Is there a separate workshop/workspace/etc.? What is it like? Where is it located? How long have you had it? 

*take pictures*  

• Do you need electricity to make a product? Where does this electricity come from?  

• How do you heat the workshop?  

• Have you considered switching to renewable sources of energy? What would prompt you to do so? What stops 

you from doing so? OR Why did you switch to renewable energy? How long have you been using it?  

  

Partnerships   

• Are you a member of any group/organisation? Are you taking part in any co-creation spaces/projects?  

• Are you partnering with other practitioners in your area? Elsewhere? What do you do together?  

• Are you collaborating with academia (researchers/research institutions, etc.)? Are you collaborating with 

public institutions (local government, museums, archives, schools, culture centres, etc.)?   

  

Challenges  

• What challenges do you encounter (can be related to the practice and its different aspects, life in rural areas 

in general, etc.)? 

• What challenges have you seen others deal with? 

• What would you change if you could? 

  

To wrap up 

• Would you like to add anything? Is there any topic that we have not talked about? 

• For further analysis, would you mind if we ask you to share some personal data? 

• What is your name?  

• When were you born? (year or decade of birth) 

• Where were you born? 

• Where do you live currently? If moved here from elsewhere, from where, for what reasons? 
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Annex C. Sample questions about other intangible cultural heritage 

practices 

 
Holidays, festivals, celebrations 

What are the major celebrations in this area? When is this holiday/festival celebrated? Why? Who celebrates it? How 

is it celebrated, what is the celebration like? Where is it celebrated? What do people do to celebrate it (e.g., foods, 

activities, songs, games)? Who cooks the food, who eats it and when? Do you think it has changed over the years, and 

if so, how and why? 

  

Songs, singing, musical instruments, dances 

Do you know of any songs that people have been singing here? Could you please sing it? Where, from whom did you 

learn it? When did you learn it? Where would people sing it? What is the song about? When was the last time you 

sang it? Where and with whom? 

 

What instruments have people played here? Who plays them? Where and when do they play it? How does one learn 

to play an instrument? Do you know of any instruments that are characteristic of this place? What are they? Who 

makes them? What are they made of?  

 

Which dances are popular here? When do people dance? Who would you dance with? Do you dance? Could you 

please show it? How did you learn to dance this particular dance? When did you learn it? When was the last time you 

danced it?  

 

Do you know of any games that people have played here? Who played them? When and where? How did you learn 

to play them?  

  

Foodways 

Are there any dishes that are specific to this region? What are they? What is this dish made of? How is it made? Who 

makes it? Do you make it? Do you know how to make it? Who taught you? When was the last time you made it? When 

is this typically eaten? When was the last time you ate it? Do you know of any other versions of this dish?  

 

Are there any beverages that are typical for this region? What is it? What is it made of? How is it made? Do you know 

how to make it? Who taught you? Have you ever made it? When was the last time you made it? Who makes it? When 

was it made? Who drinks it? When is it consumed? 
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Annex D. Resources for photo and video documentation 

 
UNESCO capacity-building materials repository (English, French, Spanish, Russian, Arabic) 

Unit 26: Photography in inventorying (incl. conventions of composition, types of shots, working with light) 

Unit 27: Participatory video in inventorying (incl. basic video tips and skills, participatory videos for documenting 

practices) 

https://ich.unesco.org/en/capacity-building-materials 

 

Filming Living Heritage  

A guide on how to document craftership and living heritage practices through different functions and goals of film.  

https://www.toolboxfocusvakmanschap.be/en/   

 

Nikolić Đerić, Tamara. Filming (with) ICH, a Reflection. Workshop intangible heritage. 

https://www.canva.com/design/DAF9hcYfucA/nCUTpUOaEkNfPogmEd1jLA/view?utm_content=DAF9hcYfucA&utm_

campaign=designshare&utm_medium=link&utm_source=editor#1  

 

https://ich.unesco.org/en/capacity-building-materials
https://www.toolboxfocusvakmanschap.be/en/
https://www.canva.com/design/DAF9hcYfucA/nCUTpUOaEkNfPogmEd1jLA/view?utm_content=DAF9hcYfucA&utm_campaign=designshare&utm_medium=link&utm_source=editor#1
https://www.canva.com/design/DAF9hcYfucA/nCUTpUOaEkNfPogmEd1jLA/view?utm_content=DAF9hcYfucA&utm_campaign=designshare&utm_medium=link&utm_source=editor#1

