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Abstract

The article frames the co-design activities developed in Phase 3 of the DeinSite project, aimed
at promoting product innovation in traditional craft districts through dialogue between
young designers, artisans, museums, and SMEs in Southern Italy. It introduces the DeinSite
Co-Design Framework, a replicable methodological model integrating three complementary
types of co-design-Open, Participatory, and Prototype-Led Co-Design—that guide the entire
design process, from field research to co-creation to digital experimentation. Within this
framework, the article delves into the Manus Maris workshop, focused on cameo and
coral, a key sector of Campania’s productive activity. The workshop interprets the marine
environment as a creative, cultural, and productive ecosystem, inspiring new narratives and
formal languages that combine artisanal memory and technological innovation. Through
collaborative activities, physical-digital prototyping, and an intergenerational exchange
between designers and craftsmen, Manus Maris has generated experimental jewellery
collections reinterpreting the local tangible and intangible heritage. The findings highlight
the framework’s potential as a tool for activating systemic innovation in Southern Italy’s
artisanal districts, enhancing museums as cultural and production hubs and promoting
new synergies between tradition and contemporary design. The proposed model is a
transferable methodology, useful for regenerating “Handmade in Italy” supply chains
and constructing territorial ecosystems oriented towards innovation, sustainability, and
international competitiveness.

Keywords: co-design; design and crafts; innovation; Southern Italian identity; handmade in
Italy; collaborative design; digital prototyping; arts and crafts district; contemporary jewellery

1. Introduction

In recent years, co-design practices have emerged as a driver of innovation in con-
texts characterised by a strong tradition of craftsmanship and manufacturing. Numerous
experiences across Europe have demonstrated how the integration between traditional
knowledge and new technologies can contribute to redefining the value of craft artefacts,
making them competitive on an international level and strengthening their connection
with their local areas. In particular, the jewellery and artistic craftsmanship segment has
been characterised in recent years by a renewed interest in design practices that combine
tradition and innovation, including through the adoption of digital prototyping tools.

The encounter between designers and artisans is increasingly becoming a fertile field
of experimentation, useful for redefining aesthetic languages and production processes,
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enhancing intangible heritage and local know-how as strategic resources for cultural and
economic development.

However, despite the growing number of participatory heritage initiatives, museum-
based innovation projects and craft-design collaborations, recent studies highlight the
heterogeneous and often case-specific nature of co-design practices in cultural heritage
contexts. Existing research points to the limited availability of structured and transferable
methodological frameworks capable of systematically organising stakeholder interactions
and supporting the evaluation of broader cultural and territorial impacts [1-3]. This
methodological gap constitutes the main research problem addressed by this study, which
aims to propose and test a replicable co-design framework for heritage-based innovation.

From a theoretical point of view, co-design can be interpreted as a set of complementary
approaches, which differ in terms of their degree of openness, participatory methods and
mediation tools [4-6].

Rather than proposing a closed taxonomy;, this study adopts an interpretative frame-
work based on recurrent categories identified in the literature, including:

e Open Co-Design, which focuses on exploration and widespread involvement of stake-
holders and communities, often in the preliminary stages of projects;

e Participatory Co-Design, centred on direct collaboration between designers and end
users as co-authors of creative processes;

e  Prototype-Led Co-Design, which uses physical or digital prototypes as tools for dialogue,
validation and negotiation;

o Community-Based or System-Oriented approaches, which aim to build territorial ecosys-
tems and enduring collaborative networks;

e  Research through Co-Design, which takes the collaborative process itself as a tool for
investigation and knowledge generation, combining the experimentation of Research
through Design [7-9] with the participatory dimension typical of co-design [10].
The latter type, in particular, allows co-design to be used as a reflective research
tool, in which a collaborative approach produces not only practical outcomes but
also new methodological and theoretical insights that are relevant to contemporary
scientific debate.

These approaches should be understood as part of a continuum rather than as
rigidly separated categories, enabling flexible methodological configurations depending on
the context.

Literature Review: Co-Design, Heritage and Craft Innovation

In the museum field, a significant experience is represented by the European project
meSch—Material Encounters with digital Cultural Heritage, which involved curators, designers
and developers in the creation of “smart” and interactive objects capable of integrating
digital content and tangible materials [11]. The project tested participatory co-design
methodologies, proposing an approach geared towards cultural mediation and the inclusion
of local communities [12,13].

Similarly, the cross-border initiative Terra Mosana (2018-2021), funded by the Interreg
Euregio Meuse—Rhine programme, promoted participatory design workshops for the co-
design of digital narrative paths linked to the territorial heritage, thus strengthening the
identity and community dimension [14].

Recent studies on digital cultural heritage further highlight how collections are evolv-
ing from static repositories into dynamic systems capable of generating new forms of
knowledge and production. For instance, Pagén et al. [15] emphasise how the digitisation
of heritage collections fosters not only preservation but also emulation and collaboration
across institutions, enabling users to reinterpret archival materials and generate new arte-

https://doi.org/10.3390/heritage9070253


https://doi.org/10.3390/heritage9070253

Heritage 2026, 9, 253

3 0f27

facts. In this sense, digital archives can act as mediating infrastructures within extended
co-design processes, connecting actors across time and space.

This perspective is reinforced by studies on digital folklore and craft practices, where
contemporary makers reinterpret historical artefacts through online databases and visual
archives [16]. These cases demonstrate forms of what can be defined as “temporal co-
design”, in which past artefacts, digital platforms, and present-day creators interact in the
production of new cultural outputs.

On the craft side, the Werkraum Bregenzerwald in Austria is an emblematic example of a
collaborative network between craftsmen and designers. Founded in 1999, it brings together
over 100 companies in the sector and has been able to regenerate traditional woodworking
practices through exhibitions, training and research, with the direct involvement of local
communities. The Werkraum Haus, designed by Peter Zumthor and built collectively by
artisans, acts as an exhibition centre and a place for contemporary experimentation, and it
has also been recognised by UNESCO as a “good practice” for the preservation of intangible
cultural heritage. In addition, the network promotes competitions such as Handwerk+Form,
aimed at stimulating collaboration between artisans and designers in innovative projects.

Similar experiences can be found in other European contexts: in Spain, the Creative
Island Retreats in Mallorca have developed sustainable co-design practices between local
artisans (weavers, perfumers, makers) and contemporary designers, rethinking traditional
techniques such as weaving and felting in an eco-conscious way; in Scotland, the Bard
Gallery in Edinburgh, founded by Hugo Macdonald and James Stevens, has promoted
dialogue between Scottish craftsmanship and contemporary design languages, giving
rise to innovative products such as carpets made from recycled fishing nets; in Italy,
the Intrecci-Intertwinings project in Salento has reinterpreted local materials—Lecce stone,
blown glass, and olive wood—through co-design practices aimed at cultural enhancement
and aesthetic innovation.

In particular, some of these experiences raise critical questions regarding the reuse and
transformation of existing materials. The use of recycled elements—such as fishing nets
transformed into design products—opens a debate on the boundary between preservation
and reinterpretation. While in some cases such practices contribute to sustainability and
innovation, in others they may raise concerns related to heritage conservation and cultural
value. This tension highlights the need for a critical framework capable of distinguishing
between artefacts of historical significance and materials that can be legitimately reactivated
within contemporary design processes.

This debate is also reflected in the legal field, where the identification of what should
be protected as cultural heritage remains a complex issue. In the Italian context, Article
2 of Legislative Decree No. 42/2004 primarily defines cultural heritage through tangible
assets, namely movable and immovable goods of cultural interest. However, contemporary
heritage studies increasingly recognise the importance of intangible dimensions, including
traditional knowledge, craftsmanship, skills and cultural practices, as also acknowledged
by the UNESCO Convention for the Safeguarding of the Intangible Cultural Heritage [17].
This evolution highlights a persistent tension between the protection of material artefacts
and the safeguarding of the knowledge systems embedded within them. In craft-based
heritage contexts cultural value often resides not only in the artefacts themselves but also
in the techniques, practices and forms of tacit knowledge that enable their production and
transmission across generations. Consequently, evaluating whether the transformation of
materials constitutes preservation, reinterpretation or loss requires considering both the
tangible and intangible dimensions of heritage.

This issue becomes especially relevant in the context of co-design, where the trans-
formation of materials is often intertwined with the transformation of meanings. There-
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fore, this study explicitly positions co-design not only as a creative and collaborative
process but also as a critical practice that requires awareness of ethical, cultural and
heritage-related implications.

These experiences are complemented by research programmes that focus on the rela-
tionship between young creatives, enterprise and innovation. These include the project “Art,
Design and Enterprise for New Young Talents—Young Culture as the Engine of a New Busi-
ness Economy’ (2020-2021), promoted by the Department of Architecture of the University
of Florence, with the support of the Presidency of the Council of Ministers—Department
for Youth Policies and Universal Civil Service, in collaboration with the Municipality of
Prato and the Luigi Pecci Association for Contemporary Art.

The programme involved 22 young designers and 11 companies in internships led by
the University, developing new product collections and digital communication strategies,
and experimenting with innovative approaches to entering the cultural and creative market,
promoting the dissemination of artistic productions through channels other than traditional
academic routes. This approach confirms the centrality of co-design and collaboration
between universities, companies and cultural institutions as a driver of development and a
tool for relaunching small- and medium-sized enterprises (SMEs) in an innovative way [18].

The innovative dimension, which can be activated through co-design practices, can
also be contextualised within the methodologies associated with cultural design—a disci-
pline that explores design-driven strategies and practices capable of transforming modes
of engagement and meanings, starting from the material and immaterial connotations of
cultural heritage. In this direction, the participatory construction of knowledge, drawing on
interdisciplinary tools that bring together culture and humanities, allows for an in-depth ex-
ploration of fields with a strong anthropological and ethnographic component, such as local
traditional craftsmanship, using not only a scientific but also a design-oriented approach,
aimed at exploiting this knowledge in an adaptive and transformative manner [19]. This is
the scope of Design al Tombolo, a project developed within the context of E.ch.i, Italian-Swiss
Ethnographies for the enhancement of the intangible heritage of the cross-border area, with
the aim of revitalising cross-border cultural heritage, in particular by focusing research
on Cantti bobbin lace. The participatory analysis of the production context took place
through the involvement of lace-makers’ communities and trade associations, alongside
collaboration between anthropologists on the one hand, and designers, photographers and
videomakers on the other, who brought to light previously unknown aspects of production.
This base of knowledge made it possible to create the conditions upon which to build the
design practice, through a workshop dedicated to the creation of lace. Six prototype bags
were made through the collaboration between designers and lace-makers, following two
lines of research: one aimed at updating the product’s traditional character, and the other
focusing on the techniques, materials and styles used.

Overall, the above experiences (Table A1) highlight how co-design is a strategic tool
for strengthening the link between innovation and intangible cultural heritage.

In order to better interpret this heterogeneous landscape, the analysed projects have
been grouped into three main dimensions: co-design training initiatives, which focus on
collaborative learning processes and experimentation between designers, artisans and
young creatives; craft-design networks, which operate at a systemic level by connecting local
production systems, cultural institutions and markets; and digital heritage systems, which
leverage digital infrastructures, open data and interactive technologies to enable new forms
of access, reinterpretation and production.

Participatory practices not only preserve and transmit traditional knowledge but also
offer new ways of reinterpreting it in a contemporary key. In this sense, the direct involve-
ment of communities, artisans and young designers is not only a method of working, but
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also a cultural device capable of generating inclusion, sustainability and territorial develop-
ment, reaffirming heritage as a dynamic and competitive resource at an international level.

At the same time, these three dimensions highlight complementary approaches to
innovation: while co-design training emphasises process and knowledge exchange, craft-
design networks reinforce the systemic and territorial dimension, and digital heritage
systems extend co-design practices across time and space through data-driven and medi-
ated interactions.

2. The DeinSlte Project

The DeinSlte—The Design System in the Southern Italy Territories project explores the
virtuous relationship between “artisan know-how”, linked to local traditions and repre-
sentative of the intangible and tangible aspects of cultural heritage, and the horizons of
“culture of design” as a practice of reactivation and innovative interpretation.

From a research perspective, the project adopts a qualitative and practice-based ap-
proach, combining elements of Research through Design and participatory co-design.
Rather than testing predefined hypotheses, the study investigates how structured co-design
processes can support innovation in traditional craft systems and generate transferable
methodological knowledge. This perspective addresses a gap in the literature concerning
the lack of replicable frameworks capable of systematising interactions between designers,
artisans and cultural institutions.

In this direction, the project identifies five regions of Southern Italy, Campania, Calabria,
Sicily, Basilicata and Puglia, as the main field of application. These regions were selected
based on the high concentration of traditional craft districts, the presence of historically
rooted production systems, and the existence of museum infrastructures connected to
local manufacturing traditions. However, the existence of manufacturing districts, deeply
rooted in local production and representative of the local identity, does not translate into a
structured and systematic collaborative network, especially with museums that share the
same cultural background, preserved through objects representative of the manufacturing
tradition. The aim is to develop a transdisciplinary collaborative system that supports
relationships between designers, artisans, museums, institutions and SMEs and to define a
methodological approach based on the concept of ‘handmade in Italy’ [20], a type of craft
production capable of integrating with other disciplines and adapting to change without
losing its distinctive characteristics.

The research design is structured as a multi-phase exploratory study, articulated
through iterative cycles of analysis, co-design, and evaluation. This structure allows for the
progressive refinement of both the design outcomes and the methodological framework.

Cross-sector collaboration is closely linked to the broader aim of developing a produc-
tion model that acts as a multiplier for overall local well-being, starting with the promotion
of local areas and tourism, enhancing cultural heritage and related services through the
recognition of systemic interdependence.

At the same time, the project responds to critical challenges affecting traditional craft
sectors, including generational discontinuity, limited integration of digital technologies, and
increasing competition in global markets. These conditions justify the need for experimental
and collaborative approaches capable of bridging tradition and innovation.

In this perspective, the project operates along a dual strategic direction.

On the one hand, the project aims to create an advanced network between SMEs,
designers and innovators, with the objective of integrating experimental approaches and
tools into craft production, enhancing the competitiveness of SMEs, and providing access
opportunities for young designers and recent graduates. On the other hand, it promotes the
reactivation of traditional craftsmanship as a means of enhancing both tangible and intan-
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gible cultural heritage, fostering connections with local museums—particularly corporate
museums—which embody and communicate the design culture of local enterprises [21].

In this direction, the system aims to create a network of Regional Museum Systems
for Design and Applied Arts in Southern Italy, which will act as physical and virtual spaces
dedicated not only to conservation, but also to the enhancement and innovation of local
craftsmanship through dialogue between tradition and contemporary design.

To achieve these objectives, the project has been divided into five closely connected
phases (Figure 1): (1) Phase 1: Project management and analysis of web platforms and the state of
the art, through in-depth study of the state of the art and criteria, as the basis for designing
a platform that makes a database of local excellence viewable, usable and expandable,
building a virtual network of relationships and promoting related events and activities;
(2) Phase 2: Mapping and definition of Regional Museum Systems, through wide analysis
of local excellence linked to SMEs and cultural institutions. This phase also aims to
identify the most significant locations for the creation of Regional Museum Systems;
(3) Phase 3: Design and co-design activities, activating a network of professional relationships
between young designers, companies and artisans through thematic workshops, which will
output an innovative design project linked to local know-how; (4) Phase 4: Organisation of
exhibitions and events, through physical and digital exhibitions within the Regional Museum
Systems, which can enhance not only the artefacts resulting from cross-sector collaboration,
but also their productive and cultural context; (5) Phase 5: Dissemination, through the devel-
opment of an integrated communication strategy, with promotional activities on digital
channels, participation in conferences and trade fairs, and publications on a national and
international scale.

Preliminary - Mapping and Design ~ Organisation of Dissemination and '
anslysiaofweb - defintionof 504 Co-Design i | Exhibitionsand . : intenationalisation |
platformsand : : regional museum activities - events ]

digital tool design | systems

Figure 1. The five stages of the DeinSite project.

In this context, the article focuses on the co-design activities carried out as part of
Phase 3 of the DeinSite project, aimed at promoting product innovation through interaction
between young designers and traditional craft companies in Southern Italy.

Two workshops involved the wood inlay and cameo and coral sectors, with the
aim of creating new synergies between traditional knowledge and contemporary design
approaches, fostering the integration of digital technologies into production processes.

The selection of these sectors was based on their strong territorial identity, high level
of artisanal specialisation, and potential openness to innovation.

Similarly, the selection of participants (SMEs, young designers and senior designers)
stems from a willingness to trigger processes of mutual cross-fertilisation, based on the
sharing of guiding principles relating to the awareness of the local production context and
the expertise in the use of innovative digital technologies.

This contribution explores the Manus Maris workshop, dedicated to the cameo and coral
sector, held in May 2025 in Campania. The choice of this case study is motivated by the
historical importance of the sector, the presence of an established production district, and
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the integration between SMEs and museum systems, which makes it particularly suitable
for investigating co-design dynamics. The project took its starting point from the marine
environment, understood as a source of precious materials and a living cultural heritage, to
reflect on the themes of sustainability, reuse and territorial identity.

The research is guided by the following questions: how can a structured co-design
framework support innovation in traditional craft sectors while preserving their cultural
and territorial identity? How can the use of digital prototyping tools offer a way to
transform handcrafted items into contemporary products without losing their unique
character and their connection to the local identity?

Through co-design activities and the use of digital craft technologies, the work-
shop encouraged collaboration between artisans and young designers with the aim of
developing jewellery concepts capable of intertwining artisan memory and technological
innovation, rethinking the cultural and productive value of local traditions in light of
contemporary challenges.

3. Co-Design Activities in the DeinSite Project
3.1. Overview

The DeinSite project is developed through a systemic integration of the five project
phases, based on a cross-cutting co-design methodology that involves the various stake-
holders as an integral part of each of the activities that characterise the different steps of
the project.

Rather than being confined to a single stage, co-design operates here as a transversal
methodological approach that connects analysis, design, and dissemination, enabling a
continuous exchange between knowledge production and practical experimentation. This
perspective aligns with recent interpretations of co-design as a processual and iterative
practice, rather than a discrete design phase.

In this sense, the workshop activities linked to phase 3, as a collaborative bridge
between craft enterprises and young designers, are contextualised within a broader model
of knowledge of the local context, linked to the mapping of local excellence in SMEs
(phase 2), developed through the participation of those directly involved.

This integration highlights a key methodological aspect of the project: the design
phase is not conceived as an isolated creative moment, but as the outcome of a structured
research process grounded in contextual analysis.

This cognitive approach has made it possible to identify the productive concentrations
linked to the traditional identity of the territory, not only from the point of view of SMEs
and their technological and entrepreneurial capabilities, but also in relation to the wider
territorial system and therefore in connection with museums and local institutions. In this
perspective, traditional craftsmanship is interpreted as a complex socio-technical system, in
which production, culture, and territorial identity are deeply interconnected. The research,
combining quantitative and qualitative analysis [22] of SMEs and cultural institutions, has
been guided by close collaboration with stakeholders. However, it is important to note
that the mapping process is not neutral: it reflects interpretative choices related to what is
considered “excellence” and “representative” within the local context. This implies that the
selection of case studies is inherently selective and shaped by both research objectives and
stakeholder engagement.

The mapping constituted the fundamental prerequisite for the start of the design
phase of the thematic workshops, allowing the identification of productive contexts with a
strong artisan component, whose potential can be enhanced and expanded through the
integration of innovative approaches.
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3.2. Research and Preparation

The selection of production areas linked to wood inlay, cameo and coral, explored in
two parallel workshops, is the result of a research phase that examined craft production in
depth, considering how excellence can be reinterpreted in light not only of respect for the
past, but also of the capacity for transformation and collaboration with other disciplines.
This phase plays a crucial methodological role, as it establishes the conditions under which
co-design can operate effectively. Rather than starting from predefined design briefs,
the process is grounded in an exploratory understanding of materials, techniques, and
socio-cultural contexts.

This phase has been structured through the creation of a digital database of SMEs
and museums in the sector, using Google Forms as a data collection tool, starting from
both online research and meetings with stakeholders, based on interviews, on-site visits
and observations. The use of both desk research and fieldwork enabled the integration of
explicit knowledge (documented data) and tacit knowledge (practices, skills, narratives),
which is essential in craft-related contexts.

Four parameters guided the identification of the products of interest, covered by
the workshops: the typicality of the artefacts, in the field of woodworking and jewellery
production, the techniques of wood inlay and coral and cameo production were selected
respectively, whose products are characterised by a strong identity and typological recog-
nisability; the territorial roots, characterised by a high production rate in specific significant
places, the city of Sorrento in the case of wood inlay and the production centres of Naples,
Marcianise and Torre del Greco in the case of cameo and coral jewellery, and such as to
be represented through a network of public and private museums; the handmade craft
production, as these are two production methods that require a component of workmanship
that is almost exclusively represented by handcrafting, through a specific ritual, and which
nevertheless show a potential openness to innovation; the spread of corporate museums, as a
narrative capacity of the SMEs involved, not only with reference to an archival dimension,
but also as a field for presenting experiments and innovations. These criteria led to the
selection of sector areas in which technological and collaborative innovation is particularly
challenging, while also taking into consideration companies that demonstrate openness
to a cross-sector approach. Rather than functioning as rigid selection filters, these criteria
acted as interpretative dimensions guiding the identification of contexts with high potential
for experimentation. Rather than functioning as rigid selection filters, these criteria acted
as interpretative dimensions guiding the identification of contexts with high potential
for experimentation. This choice stems from the possibility of envisaging an innovative
reinterpretation, both from a production standpoint and from a cultural and regional
promotion standpoint.

Within this scenario, the Manus Maris workshop focuses on cameo and coral jewellery
production, highlighting how mapping constituted the prerequisite for the design phase of
the workshop itself. In this sense, mapping is not understood as a purely descriptive activity,
but as a critical research tool that informs and orients the subsequent co-design process.
Through mapping, it was possible to highlight that the Campania jewellery district, officially
established in 2024 thanks to the collaboration between Tari, Oromare and Borgo Orefici,
the three largest aggregators of SMEs in the sector, has created a territorial network in
which the enterprise component is linked to a long-standing cultural dimension of jewellery
production, including public and private museums. This organisational structure makes
the district particularly relevant for co-design experimentation, as it enables interactions
between production systems, cultural institutions and innovation networks. Within the
jewellery sector, the production of cameo and coral artefacts is an example of a relationship
historically rooted in the Torre del Greco and Naples area, which has a strong production
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outlook in the Marcianise hub. In the context of an overall account of local production, the
identification of five museums, including four corporate museums and one public museum
with strong links to the local production context, highlights the historical and socio-cultural
perspective that cameos and coral have in the area (Table A2). The presence of these
institutions further reinforces the interpretation of the territory as a cultural-production
system, where heritage and manufacturing are deeply interconnected. Given that there are
more than 2300 SMEs active in the jewellery sector [23], the selection of six companies is
linked to the aim of identifying a production capable of recounting the transversality and
historicity of cameo and coral production, open to that filter of innovative excellence that
focuses on the integration of the contemporary (Table A3). This selection is not intended
to be statistically representative; rather, it follows a qualitative logic aimed at capturing a
diversity of approaches in terms of tradition, innovation, and openness to collaboration.

Today, these companies preserve the techniques and technologies associated with
cameo and coral production, showing varying degrees of openness to innovation in the
tools and techniques they use, especially with regard to the materials they work with, the
types of artefacts they produce, and their collaboration with other sectors. This variability
constitutes a relevant analytical dimension, as it allows the observation of how different
attitudes towards innovation influence the co-design process and its outcomes. In this
light, we can understand the potential of the strategy in terms of promoting the local
territories and of innovating in a sector so deeply rooted in tradition. The participation as
project partners of the Oromare Centre and the company Cameo Italiano was a key factor
in the development of a co-design practice, considering the involvement of a large-scale
aggregator and a historic company that is nevertheless open to experimentation, starting
with the introduction of artefacts not traditionally associated with the sector, such as in
watchmaking. Their involvement ensured both access to a structured production network
and the presence of actors already engaged in innovation processes, thus facilitating the
implementation of experimental co-design practices. The involvement of the Coral Museum
is a key point in understanding the cultural and territorial context of production.

More broadly, the inclusion of museum institutions within the research process sup-
ports their interpretation not only as repositories of heritage, but as active mediators
within the co-design ecosystem, capable of connecting cultural memory with contemporary
design practices.

3.3. Theoretical Framework and Co-Design Model

Within a complex productive and cultural framework such as that of cameos and coral,
the DeinSite system aims to integrate a methodological framework based on the principles
of co-design as a driver of cultural and craftsmanship innovation, combining participatory,
open and prototyping-based approaches [4-6]. Rather than proposing a rigid classification,
this framework is intended as an interpretative structure that supports the organisation
and analysis of the co-design practices developed within the project.

In this context, co-design is conceived not only as a creative method, but as a systemic
and collaborative process that brings together artisans, designers, museums, institutions
and local communities in the regeneration of traditional crafts. The theoretical foundations
derive from the Scandinavian tradition of participatory design, focused on inclusion and
shared authorship, and extend to contemporary developments in design-driven innovation
and design for social innovation. Within this perspective, co-design is understood as a
relational process in which different forms of knowledge—technical, tacit and cultural—are
negotiated and combined, rather than simply integrated.

According to Sanders & Stappers [10], co-design represents a space for “collective
creativity” in which professional and non-professional actors collaborate on an equal
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footing, combining experiential, tacit and technical knowledge. However, recent studies
have also highlighted that such collaboration may involve asymmetries and differing levels
of expertise, which require mediation and facilitation within the design process.

In the context of cultural heritage, this approach takes on specific value because it
allows communities and operators to reinterpret their tangible and intangible heritage
through new forms of production, storytelling and digital experimentation. At the same
time, this reinterpretation raises critical questions regarding the balance between preserva-
tion and transformation, especially when traditional practices and materials are involved.
Within the DeinSite project, this theoretical framework is structured into a three-stage
iterative model, outlined as follows:

1.  Open Co-Design (Exploratory phase)

The initial phase is dedicated to contextual research and stakeholder involvement,
using the open co-design methodology. Through mapping activities, interviews and on-site
observations, local production districts, museums and cultural institutions are identified
and engaged, contributing to the definition of the main topics of the project. Open co-design
workshops serve to explore opportunities for innovation and build a shared cultural and
conceptual foundation. In this phase, mapping acts not only as a descriptive tool, but as
a critical device that shapes the direction of the design process by selecting and framing
relevant actors and contexts.

2. Participatory Co-Design (Collaborative phase)

Once the thematic and territorial framework has been defined, collaborative sessions
are organised to encourage co-creation between artisans and designers. This phase includes
brainstorming, drawing, material exploration, and collective discussion activities, based on
a participatory co-design approach. Designers and artisans work as co-authors, combining
traditional techniques and contemporary design languages, fostering an inter-generational
and interdisciplinary exchange of knowledge. This collaborative condition does not imply
the absence of hierarchies, but rather the construction of a shared space in which different
competences are progressively aligned through interaction.

3. Prototype-Led Co-Design (Validation phase)

The final phase is dedicated to experimentation and tangible validation through proto-
typing. Digital models and low-fidelity prototypes are collaboratively developed, which
act as mediators between manual craftsmanship and digital fabrication. As highlighted by
Hornecker & Buur [24] tangible artifacts operate as catalysts of dialogue and negotiation,
transforming the prototype into a cultural interface in which tradition and innovation
converge. In this sense, the prototype is not only a technical output, but also a relational
tool that enables the translation and negotiation of different design perspectives.

The resulting model (Open—Participatory—Prototype-Led Co-Design) forms the method-
ological backbone of DeinSite. Its structure derives from the integration of theoretical
contributions and empirical observations and is therefore intended as adaptable rather
than prescriptive.

It promotes a cross-cutting dialogue between tangible and digital practices, connecting
material culture, technological innovation, and territorial identity. This integration high-
lights the systemic nature of the approach, in which design operates as a mediator between
production processes, cultural heritage and local development.

Museums and local enterprises are thus reimagined as active hubs of innovation,
capable of transforming heritage spaces into living laboratories for design experimentation,
where knowledge, creativity and practice coexist. This perspective aligns with recent
interpretations of cultural heritage as a dynamic and generative system, rather than a static
repository of artefacts.
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The DeinSite Co-Design Framework (Figure 2) can therefore be described as a replicable
and adaptable model for heritage-based innovation in Southern Italy, structured around
three guiding principles:

e  Participation: ensuring shared authorship, inclusion and intergenerational exchange;
e  Territoriality: rooting innovation in local productive and cultural ecosystems;

digital manufacturing.

@s)

e  Digital Mediation: promoting hybrid practices between traditional craftsmanship and
1
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CO-DESIGN Territoriality CO-DESIGN
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Figure 2. Schematic representation of the “DeinSite Co-Design Framework” model.

These principles should be understood as guiding orientations rather than fixed
criteria, allowing the framework to be applied flexibly in different contexts.

The Manus Maris workshop, described in the following sections, represents a concrete
application of this model, demonstrating how co-design can act as a cultural catalyst
to renew the tradition of cameos and coral through collaborative and technologically
integrated practices. At the same time, it provides an opportunity to critically observe the
conditions, potentials and limitations of the proposed framework in a real-world context.
The overall structure of the workshop is outlined below, starting with the preparatory
activities, which provided the knowledge and methodological basis for the articulation of
the activities, followed by an in-depth description of the three phases identified.

3.4. Workshop Implementation

The preparatory activities focused on an in-depth analysis of the local production
context, based on meetings with artisans and companies, in order to build a complex picture
of the materials, traditional techniques and market dynamics related to the cameo and
coral sector. At this stage, the involvement of experts in the sector was crucial, allowing for
an understanding of both the technological connotations of the material and its cultural
and historical tradition. At the same time, we developed the workshop’s project topic:
the marine environment as a creative and productive ecosystem, a symbolic and material
place from which to rethink the relationship between natural resources, material culture
and innovation.
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Participants have been selected to ensure a balance between different competences:
young designers have been chosen based on their educational background and interest
in digital fabrication, while the senior designers have been involved for use of digital
manufacturing technologies applied to the jewellery sector and for their ability to use
different materials and technologies in an experimental way. The selection of senior
designers as project tutors has also been guided by the aim of training young designers
in the use of new technologies, demonstrating sensitivity and consistency with a complex
sector with historical and socio-cultural connotations such as cameo and coral jewellery.

In addition to the selection criteria adopted for young and senior designers, the in-
volvement of the other stakeholder categories was guided by purposive criteria aimed at
ensuring the representation of the main actors of the Campania cameo and coral ecosystem.
SMEs were selected based on their active role within the local production district and their
capacity to provide production knowledge and feasibility assessments. Artisans were in-
volved because of their recognised expertise in traditional cameo and coral manufacturing
techniques and their ability to transfer tacit knowledge embedded in local craft practices.
Museums were selected according to their relevance to the preservation, interpretation and
dissemination of local cultural heritage, acting as mediators between heritage conservation
and contemporary innovation. University researchers participated on the basis of their
expertise in design research, co-design methodologies, cultural heritage enhancement
and digital fabrication, supporting methodological development and knowledge trans-
fer. Designers were involved as innovation agents capable of translating heritage values
and artisanal knowledge into contemporary design proposals. The combination of these
stakeholders was intended to integrate complementary forms of knowledge and expertise,
creating a collaborative environment capable of connecting heritage preservation, craft
production, design innovation and research activities.

This conceptual framework led to the development of tools and methodologies to
facilitate dialogue between designers and artisans during operational activities.

The workshop followed a model divided into three main phases: exploratory phase,
collaborative phase and validation phase. The use of a cross-cutting co-design approach
shaped the methodological perspective, linking the three phases and activating a series of
collaborative activities aimed at stimulating discussion among participants and generating
project proposals that integrated craftsmanship with the potential of digital technologies

(Figure 3).
» :\’OW.,_'
............. ' 9 TR o i E}ﬁ

1. EXPLORATORY PHASE
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2. COLLABORATIVE PHASE
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Figure 3. Overview of the three phases of the workshop and the methodologies used.
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3.4.1. Exploratory Phase

The exploratory phase (Table 1) aims to familiarise participants with the context of refer-
ence, starting with the preparatory activities of mapping and meeting with stakeholders,
aimed at collecting data for a systemic overview of cameo and coral jewellery production
in the Campania region. This phase is structured around thematic conferences that provide
a general overview of the project and a specific in-depth analysis of the production and
cultural context of the workshop, involving experts in the field. Participants systematised
data on coral and cameo production through benchmarking activities, supplemented by
desk research. These activities were accompanied by direct knowledge of the production
context through visits to companies, supported by interviews and on-site observations, as

well as visits to museums representative of the context (Figure 4).

Table 1. Activities developed during the initial exploratory phase.

Disciplinary

Activi Description Participants . Methodolo Output
ty p 4 Domains 8y P
Overview of the Experts in the
manufacturing and fielF()i' research Product design; Identify Growing familiar
Thematic cultural context of ’rou ] History of design; stakeholders; with the relevant
Lessons the excellent group, Market- Context of use cultural and
Stakeholders . . . .
products of . ing/Economics analysis production context
. . involved
Campania region
llection
Co IECt.O a nd . Stakeholders Framing the
systematisation of Tutors; Experts in . L . .
. . . Design thinking;  analysis Researchon  production context
Benchmarking  data relating to the  the field; research . .
. . Market- desk; existing and focusing on
Analysis jewellery group; . . > .
. ; ing/Economics system/competitor relations between
manufacturing young designer .
L analysis SMEs
district
loping dir
Direct knowledge of Developing direct
. research group; . . knowledge of the
. the productive and . Craftsmanship; Field research,
Field young designer; . . . context through
. cultural context, Digital observations, on site . . ¢
Investigation . Stakeholders o .. . . direct interaction
with reference to . Fabrication visits and interviews . .
involved with representative

SMEs and museums

SMEs and museums

Figure 4. Main activities carried out during phase 1 of the workshop: (A) Thematic lessons; (B) visit
to the coral museum; (C) meeting with artisans; (D) visit to the company.
3.4.2. Collaborative Phase

The collaborative phase (Table 2) involved the co-design process of project development,
starting with the definition of the design requirements, through the launch of the brief and
the provision of the semi-finished products as a design basis. The topic has been explored
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initially through collective brainstorming activities, identifying keywords to investigate

the concept of the marine environment and reinterpret it in light of the principles of

sustainability, reuse, and formal innovation. This phase is based on four main activities,

carried out in parallel and integrated with each other: the concept development, through

the production of mood boards and preparatory sketches, is followed by drawing sessions,

which deepens the project by translating it into two-dimensional and three-dimensional

drawings, investigating its typological, dimensional and material characteristics; thematic

lessons, conducted by the designer, provided the necessary tools for digital modelling

and 3D printing for the next prototyping phase. Each of the phases is accompanied

by meetings with stakeholders, through different feedback sessions, in order to activate a

network of discussion and exchange of knowledge during the intermediate stages of project

development (Figure 5).

Table 2. Activities developed during the second collaborative phase.

. . o . . Disciplinary
Activity Description Participants Domains Methodology Output
Definition of design
requirements, through Outline the overall
the description of the structure of the
brief and the provision Company partners; workshop, identifyin,
. e p tutors; Experts in Product design;  Design guidelines P ymng
Brief of semi-finished . ; the topics, phases,
the field; research Craftsmanship; and standard . ..
products to young rou activities, participants
designers, as a starting group involved and project
point for the design outputs.
process.
Introduction to the Development of
project, through T . h . . inspirational mood
Concept in-depth study of utors; researc Product design; brainstorming; boards on the topic of
. group; young . . storyboard; word .
Development  marine resources, as a . visual design marine resources and
. designers cloud .
design approach and the regional and local
concept development cameo and coral sector
Laboratory phase, Definition of the
which defines the . project, investigating
. . . Co-design; !
. project by translating Tutors; research Product design; ) the typological,
Drawing 2 . ) . Scenarios of use; . .
. it into design sketches, group; young materials . dimensional and
Sessions . . . allocation . L
two-dimensional and designers technology . material characteristics
. . Of function
three-dimensional of the selected
drawings artefacts
In-depth analysis of
Thematic dlgltal. modelllng and Tutors; research Digital fabrication; Software P.roy ide k.no.wledge of
3D printing to enable . . digital printing for the
Lessons group product design prototyping .
access to the phase of prototyping phase
prototyping
SMEs; museums;
Activate a network for research group; Visual design; Develop an
Feedback discussion during the tutors; extended product design; Participatory intermediate
Sessions intermediate stages of network of design history; evaluation discussion on project
project development stakeholders; craftsmanship progress

young designers
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Figure 5. Pictures illustrating the activities undertaken during phase 2 of the workshop: (A) Provision
of semi-finished products; (B) concept development; (C) thematic lessons; (D) feedback sessions.

3.4.3. Validation Phase

The validation phase (Table 3) aims to develop low-fidelity prototypes as a basis for
implementing and evaluating participants’ design proposals. This phase is developed
through design implementation workshops, translating drawings into three-dimensional
models compatible with digital printing, produced using Rhinoceros software 2025. The
prototyping activities involved the use of digital modelling and 3D printing tools, with the
aim of exploring new morphologies and expressive languages for handcrafted jewellery,
in constant dialogue with traditional processing techniques. The collaboration between
designers and artisans made it possible to translate design insights into concrete prototypes,
enhancing the local heritage through contemporary forms of expression and production.
The prototypes were presented to the network of stakeholders in order to investigate the
feasibility of the techniques and the typological, material and dimensional characteristics
of the projects developed. This phase involves future implementation, with the three-
dimensional printing of high-fidelity prototypes and the presentation of the final artefacts
(Figure 6).

Table 3. Activities developed during the validation phase.

. o . . Disciplinary
Activity Description Participants Domains Methodology Output
Translation of
two-dimensional Develop a model
. drawings into Tutors, research Product Design; p .
Design . ; . Software compatible with
Implementation three-dimensional models group, young digital rototypin, three-dimensional
p compatible with digital designers fabrication prototyping rintin
printing, produced using P &
Rhinoceros software.
Test the feasibility of the
Low-Fidelity project in relation to the Tutors, research Product Design; Production of
. . Software N
Prototype techniques used, by group, young digital . low-fidelity
L L1 . P prototyping
Development printing low-fidelity designers fabrication prototypes
prototypes
Companies; Develop a
Activate a network for museums; research Visual design; com arisgn of
Feedback discussion during the group; tutors; Product Design;  Participatory omp
. . . . . . project progress as
Sessions advanced stages of project  extended network design history; evaluation .
. a basis for future
development. of stakeholders; craftsmanship

young designers

implementations.
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Figure 6. Prototype construction phases: (A) Software prototyping; (B) Three-dimensional printing;
(C) Low-fidelity prototype; (D) Presentation in feedback sessions.

3.4.4. Integration of Co-Design Typologies in the Manus Maris Methodology

In the case of the Manus Maris workshop, this methodological structure has been
translated into a dynamic operational process, which has allowed for the progressive
integration of different forms of collaboration and knowledge production. The application
of the framework in the Manus Maris workshop has allowed for the concrete translation
of the theoretical structure of the DeinSite project into an iterative operational model, by
illustrating a representative application scenario, transposed into a real-world context, to
highlight the limitations and opportunities for the implementation in future configurations.

The process progressively combined different types of co-design, resulting in a hybrid
methodological system:

e Inthe exploratory phase, Open Co-Design principles have been adopted, through the
mapping of local knowledge and expertise, meetings with coral and cameo artisans,
and discussions with museums and local operators, aimed at involving stakeholders
and building a common cultural base. This phase aimed to build a shared language
and identify the workshop's reference topics, encouraging the sharing of values and
visions among participants.

e In the laboratory phase, focused on collaboration between artisans and designers, Par-
ticipatory Co-Design prevailed, facilitating the co-creation of shared ideas and concepts.
Designers and artisans worked as co-authors of open creative processes. Through
collective ideation, brainstorming, and concept development, participants co-designed
new formal and narrative interpretations of jewellery, based on a constant dialogue
between traditional craftsmanship and contemporary design languages. In this phase,
the role of designers was mainly that of facilitators and creative mediators, capable of
translating tacit knowledge and material practices into shared design forms.

e In the experimentation and prototyping phase, the process was based on Prototype-
Led Co-Design, using physical and digital prototypes as tools for dialogue and mutual
validation. The use of 3D printing and digital modelling techniques made it possible
to develop hybrid artefacts, capable of acting as cultural mediators between manual
tradition and technological innovation, making the dialogue between “craftsmanship”
and “design thinking” visible.

e  The entire process was configured within a Community-Based and System-Oriented
perspective, as the workshop helped to activate lasting connections and relationships
between artisans, museum institutions, universities and local business systems. This
approach made it possible to position the Manus Maris experience not as an isolated
event, but as a systemic device for the innovation of local artisan heritage.
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e  Finally, as an integral part of an applied research project, the workshop can also be
interpreted as a case of Research through Co-Design, in which the collaborative process
itself has become a tool for producing knowledge, both in terms of tangible results
(artefacts and prototypes) and in terms of methodological advancement.

Each phase was documented and critically reflected upon, contributing to the defini-
tion of a replicable and scientifically based model for craft and cultural innovation.

The DeinSite Co-Design Framework is thus a concrete expression of the project’s method-
ological paradigm, capable of integrating participatory, systemic and reflective approaches
in a continuous cycle of exploration, co-creation and experimentation (Table 4). In the case
of the Manus Maris workshop, this approach made it possible to build a collaborative pro-
cess in which dialogue between artisans, designers and institutions generated new forms
of material and cultural innovation, translating the theoretical principles of the project into
operational practices. This methodological articulation forms the basis for the analysis of
the project and experiential results, illustrated in the following section, dedicated to the
Discussion, highlighting the main Outcomes of the Workshop.

Table 4. Types of co-design associated with the DeinSIte Co-Design Framework model.

Phase of the Workshops

Main Type of Co-Design Description and Theoretical Correspondence

1. Research and mapping of the

context

In the initial phase, the team involved stakeholders,
institutions and local artisans to map the expertise, techniques
Open Co-Design and values of the coral and cameo heritage. This phase is fully
consistent with open co-design, as it prioritises exploration,
knowledge sharing and the identification of collective needs.

2. Collaborative development of

the projects

The central phase, dedicated to co-creation workshops
between artisans and young designers, reflects the essence of
Participatory Co-Design participatory co-design: direct collaboration, exchange of tacit
knowledge, shared concept development and linguistic
experimentation between tradition and innovation.

3. Physical-digital prototyping

In the final phase, the use of digital models and prototypes
(CAD, 3D printing) as tools for dialogue and mutual
Prototype-Led Co-Design validation clearly falls within prototype-led co-design, where the
prototype becomes “a cultural mediator” between different
worlds: artisanal and technological.

4. Connection with the local
area and museum system

The workshop is not limited to the production of artefacts, but
activates networks between museums, companies and
Community-Based /System- creative communities, typical of system-oriented approaches.
Oriented Co-Design The model aims to build a replicable territorial innovation
ecosystem, in line with systemic co-design and place-based
innovation practices.

5. Cross-cutting process of
documentation and reflection

The entire Manus Maris project is conceived as a
methodological experiment for the DeinSite project: each
phase is documented, evaluated and reinterpreted for
Research through Co-Design  research purposes. This places it squarely within the realm of
research through co-design, as the process itself generates new
knowledge about collaborative practices, the role of museums,
and artisanal innovation.

4. Discussion

The Deinsite Co-Design Framework is constructed as a replicable methodological
model, using the thematic context of the Manus Maris workshop as a landmark case of
co-design approach as a generative system. Despite in the theoretical context as well in
international and nation collaborative and interdisciplinary projects emerge the growing
relevance of co-design as a strategic approach for bridging tradition and innovation, there
is still a need to better understand how these practices can be structured into transfer-
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able models, particularly in contexts characterised by strong territorial identities such as
Southern Italy. In this sense, the results of the Manus Maris workshop provide a first
response to the research question concerning how a structured co-design framework can
support innovation while preserving cultural and territorial identity. The findings sug-
gest that structuring co-design into interconnected phases—exploration, collaboration and
prototyping—enables the alignment of different actors and knowledge systems, allowing
innovation processes to emerge without detaching them from their cultural roots.

When compared with previous studies on co-design and heritage innovation, the
results of the Manus Maris workshop reveal several points of convergence. Similar to
the meSch project, the results confirm the importance of museums and cultural institu-
tions as active mediators within collaborative innovation processes rather than passive
repositories of heritage. Likewise, experiences such as Werkraum Bregenzerwald and
other craft-design initiatives have highlighted the value of long-term interaction between
designers and artisans in fostering innovation while preserving local identity. The similarity
of these results can be explained by the shared adoption of participatory approaches that
facilitate knowledge exchange among heterogeneous actors and strengthen the relationship
between heritage and contemporary design practices. At the same time, some signifi-
cant differences emerge. Unlike many previous experiences, which are often presented as
context-specific case studies or project-based initiatives, the DeinSite Co-Design Framework
seeks to formalise the process into a structured and transferable methodological model.
Furthermore, while projects such as Intrecci-Intertwinings primarily focus on experimen-
tation with craft techniques and product development, Manus Maris adopts a broader
systemic perspective, integrating museums, SMEs, universities and designers within a
single innovation ecosystem. The explicit integration of digital prototyping tools within a
three-phase co-design process also distinguishes the proposed framework from previous
studies, extending the role of technology beyond production support towards cultural
mediation and collaborative knowledge creation.

This proposal and the testing of the Deinsite co-design framework aim to fill this gap,
presenting a set of findings that are significant not only in relation to the specific case study
but which have the potential to be applied to further contexts. The model is proposed
as a strategic tool for the regeneration of artisan excellence in Southern Italy, capable
of combining design, innovation and local tradition. More specifically, the framework
demonstrates how the integration of co-design training, craft-design networks and digital
mediation tools can generate a systemic approach to innovation, in which local identity is
not reduced to a constraint but becomes an active driver of the design process.

The effectiveness of this approach can be attributed to the complementary contribution
of the stakeholder categories involved. SMEs, artisans, museums, universities and designers
brought together different forms of production, cultural, research and design knowledge,
enabling the construction of a shared innovation ecosystem grounded in local heritage.

Through the application of a participatory and cross-sectoral approach, the DeinSite
Co-Design Framework can serve as a foundation for future co-design initiatives aimed
at developing sustainable creative and productive ecosystems, capable of strengthening
territorial identity and generating new economic and narrative opportunities for artisan
districts in Southern Italy (Table 5).

The Manus Maris workshop is not an isolated experience but configured itself as a
veritable laboratory of creative contamination, in which artisan knowledge, deeply rooted in
the tradition of cameos and coral, encountered the most advanced digital technologies. The
initiative generated a series of jewellery concepts and prototypes that not only reinterpret
historical techniques in a contemporary key, but also expand their expressive language,
opening up new perspectives for dialogue between tradition and innovation.
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Table 5. Output of the Manus Maris workshop.
Output Del Workshop Description References
. Jewellery collections inspired by tradition but Aestus, Anemofore, Florea Facies, Saxum, ecc.,
Innovative concept and . . . .
. renewed in terms of style, materials and contemporary reinterpretations of cameos and
design development
technology. coral.

Added value for SMEs

Stimulating innovation, creating new professional
networks, increasing visibility and new
development opportunities for local districts.

Collaborations between artisans and designers,
presentation of prototypes to stakeholders.

Professional growth for
young designers

Practical experience in real production contexts,
intergenerational exchange, acquisition of
practical, interpersonal and digital skills.

Direct participation in the research, co-design
and prototyping phases with master artisans.

Replicable methodological
model

Creation of a structured workshop model that can ~ Scheme “Manus Maris” adaptable to different
be applied to other contexts in Southern Italy, craft districts to enhance local knowledge and
integrating design and craftsmanship of excellence. innovation

The collections developed explored new formal configurations, drawing inspiration
from the marine environment as a creative and productive ecosystem: a symbolic and ma-
terial place where natural resources, material culture and new design practices intertwine.
This approach allowed for experimentation with hybridisations between natural materials
and digital manufacturing processes, renewing the aesthetic codes of artisan jewellery and
suggesting new languages for the future of the sector.

The results show that digital prototyping tools can effectively support the transforma-
tion of handcrafted artefacts into contemporary products when they are used as mediating
devices rather than substitutive technologies. In the Manus Maris workshop, digital tools
did not replace manual skills, but enabled their reinterpretation, facilitating the exploration
of new forms, scales and material combinations while maintaining a strong connection
with traditional techniques and local identity.

The experience highlighted the potential of digital technologies not only as production
tools, but also as cultural mediators capable of enhancing craftsmanship, preserving its
memory and at the same time transforming it in a contemporary key. The prototypes
created during the workshop therefore have a dual value: on the one hand, they are
experimental design objects, and on the other, they become testimonies of an intangible
heritage that is reinterpreted without being distorted.

This dual condition suggests that innovation in craft contexts does not necessarily
imply a loss of authenticity but can instead emerge from a process of translation between
past and present, mediated by design and technology.

The overall result demonstrated how the co-design approach can be a strategic resource
for strengthening the link between artisan businesses and new generations of designers,
creating not only professional networks and stimuli for innovation, but also new shared
narratives capable of recounting the territories and their traditions. Through a process
involving research, co-design and prototyping, participants had the opportunity to acquire
practical and interpersonal skills, engaging with the real dynamics of production and
initiating an intergenerational exchange that lies at the heart of knowledge transfer.

With ten jewellery prototypes, Manus Maris does not merely propose new forms and
materials: it suggests a vision for the future of artisan design, where digital innovation
becomes a lever for enhancing local heritage, creatively reusing resources and constructing
contemporary imagery linked to the sea as a place of memory, transformation and beauty
(Table 6; Figure 7).
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Table 6. Ten projects developed during the Manus Maris workshop.
Name Concept Materials Collection
Fluctus Altus intertwines marine and terrestrial
infl : 1 hell . . .
1. Fluctus Altus iiuences: cora and shells evoke.mgmoF y and Cameo, coral, shells Collection of various items
transformation. A poetic and meditative jewel, a
vivid narrative of the sea.
From the Greek word meaning ‘carried by the wind’,
N Anemofore translates the movement of sea currents Resin, organza, cameo, Necklace, ring, brooch,
2. Anemofore . .
into jewellery. Blue becomes the common thread, steel

bracelet, earrings
evoking depth and lightness.

“Flowered face”: an engraved profile emerges from
the cameo, enveloped by branches and blossoms. A .
. ; o . Ring, brooch, bracelet,
silent tribute to sculpted femininity and Italian Gold plaque, cameo .
. i . . necklace, earrings
goldsmithing tradition, balancing ornamentation
and meaning.

3. Florea Facies

arisco evokes the common origin of molluscs: sea,
. rock, resilience over time. Shells as matrices
4. Marisco . ) Steel, cameo
transformed by currents: identity and
metamorphosis.

Ring, brooch, bracelet,
necklace

Saxum is born from the breath of the sea and the
voice of stone. Each cameo is a guardian of .
. R L. . Pendant, ring, bracelet,
submerged memories, set in frames reminiscent of Silver, cameo brooch. earrines. earcuff
cliffs smoothed by the waves. Relics of the sea ’ &%
transformed into contemporary symbols.

5. Saxum

Sustainable dialogue between the sea and man.

Cameos interwoven with recovered nets, algae Cameo, recovered nets, . . .
6. Thalassae . . . f . Collection of various items
bioplastics and reinterpreted corals. Waste becomes algal bioplastics, coral
a resource, a responsible narrative of the sea.

Reptilia tells the story of the metamorphosis
between land and sea. The central cameo depicts a . .
e . . ) Cameo, turquoise pearls, Necklace and matching
7. Reptilia lizard, an ancient coastal creature. Turquoise pearls old details accessories
and golden details evoke the seabed and sunbeam:s. &
A talisman jewel that intertwines legend and nature.

Translating the fluidity and movement of the
coastline into jewellery: sea foam, corals, shells and .
8. Bruma . Cameo, metals, resins
seaweed become modular organic surfaces.

Essential and contemporary aesthetics.

Modular chain, earrings,
bracelets

“Aestus”, from the Latin word for “tide”, celebrates
the Mediterranean Sea as a symbolic and creative
9. Aestus space. The set cameos intertwine with shells,
seaweed and lace crafted to resemble sea foam,
paying homage to the timeless elegance of the
Mediterranean coastline

French lace, green resin, Diadem, hair clip, bracelet,
shell, cameo, gold necklace, brooch, ring

“Everything flows”: inspired by the depths of the
sea and invisible micro-existences. Cameos fused
with fluid structures in semi-transparent resin. An
ethereal colour palette to evoke fragility and
transformation.

Cameo, semi-transparent

resin, mother-of-pearl, Necklaces, bracelets, rings
dull amber

10. Panta Rei
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(8)

9) (10)

Figure 7. The 10 jewellery prototypes developed during the workshop: (1) Flucutus Altus;
(2) Anemofore; (3) Florea Facies; (4) Marisco; (5) Saxum; (6) Thalassae; (7) Reptilia; (8) Bruma;
(9) Aestus; (10) Panta Rei.

5. Conclusions

The Manus Maris workshop highlighted the value of co-design as a tool for inno-
vating the cameo and coral sector in Campania, combining traditional knowledge and
contemporary languages with a view to sustainability, identity, and innovation.
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Opverall, the study answers the research questions by demonstrating that a structured
co-design framework can support innovation in traditional craft sectors by organising
collaboration, mediating between different forms of knowledge and embedding design
processes within local cultural systems, while digital prototyping tools can enable the
transformation of handcrafted artefacts into contemporary products when used to extend—
rather than replace—artisan practices.

The project helped to strengthen awareness of local heritage as a resource for the
future, offering young designers a concrete opportunity for growth and craft businesses new
prospects for development. In line with the objectives of the DeinSite project, the experience
reaffirmed the role of Regional Museum Systems not only as places of conservation, but
as active spaces of cultural production, capable of connecting tradition, innovation, and
territories, becoming true hubs of permanent innovation.

At the same time, the workshop provided an opportunity to develop a critical re-
flection on the effectiveness of co-design in traditional craft contexts. While an effective
approach to regenerating the local productive and cultural fabric has proven effective,
several critical issues have emerged: cultural barriers and resistance to change; long lead
times for innovation metabolism; and the need for corporate reorganization to integrate
digital technologies in a structured manner.

These aspects highlight that the adoption of co-design and digital tools requires not
only methodological frameworks, but also organisational and cultural transformations
within craft enterprises and local systems.

This study also presents some limitations. The research is based on a single case
study and involves a limited number of participants, which constrains the generalisability
of the results. In addition, the evaluation focuses primarily on qualitative observations
developed within the timeframe of the workshop, without addressing the long-term impact
on production systems and market dynamics.

A further limitation concerns continuity: so that such experiences do not remain
isolated cases, it will be necessary to strengthen the systematic production of results,
accompanying prototypes towards real industrial application and ensuring the creation of
stable networks between companies, institutions, and designers. Only in this way will it
be possible to transform episodic experiments into lasting innovation practices capable of
truly impacting local production districts.

Overall, Manus Maris’ results have be enhanced through dissemination actions, ex-
hibitions, publications and internationalisation events, giving visibility to Campania’s
excellence and fostering dialogue with new generations of designers and future interpreters
of contemporary design. The development of a digital platform dedicated to the visualiza-
tion, use, and expansion of a database of local excellence has been conceived as a connection
and promotion tool. It allowed for the construction of a virtual network of relationships
between businesses, institutions, designers, and local communities, as well as promoting
the dissemination and valorisation of related events and activities, thus strengthening the
project’s continuity and sustainability over time.

From this perspective, the integration between local co-design practices and digital
infrastructures represents a key direction for future developments, enabling hybrid and
scalable models of craft innovation.

The transferability of the DeinSite Co-Design Framework lies in the adaptability of its
three methodological phases—Open Co-Design, Participatory Co-Design and Prototype-
Led Co-Design—to different cultural heritage and creative production contexts. In univer-
sity settings, the framework may support interdisciplinary design studios by combining
heritage exploration, stakeholder engagement and prototype development within project-
based learning activities. In museum contexts, it can be adopted as a methodology for
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activating collections as resources for co-creation, involving local communities, creative
professionals and cultural institutions in collaborative design processes. More broadly, the
framework may be adapted to other craft districts and cultural ecosystems by maintaining
its methodological phases while redefining actors, heritage resources and design challenges
according to local conditions.

Future research could address these limitations by applying the proposed frame-
work in different craft sectors and geographical contexts and by integrating quantita-
tive and longitudinal methods to assess economic, cultural and social impacts over
time. Furthermore, the relationship between co-design practices and digital heritage
infrastructures—particularly in relation to data-driven systems, artificial intelligence and
distributed collaboration—represents a promising area for further investigation. In par-
allel, future developments of the project foresee the launch of new open calls aimed at
expanding the network of participants and fostering new opportunities for connection and
collaboration through co-design practices and workshop-based activities.

The tested methodology, based on research, co-design, and collaborative prototyping,
is a model that can be replicated in other artisanal districts of Southern Italy, contributing
to the construction of an ecosystem capable of integrating design, craftsmanship, and inno-
vation. From this perspective, DeinSite confirms its mission: to promote a future in which
cultural heritage becomes a lever for sustainable and identity-based development, capable
of strengthening the competitiveness of territories and fueling new forms of narrative and
cultural production.
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Appendix A

Table Al. References/sources of national and international projects.

Cited Projects Type/Focus

References/Sources

Co-design training
(youth-SMEs collaboration)

Arte, Design e Impresa
per i Nuovi Giovani Talenti.

https:/ /portalegiovani.prato.it/flex/cm/pages/
ServeBLOB.php/L/IT/IDPagina/16783
(accessed on 20 March 2026)

Co-design training

Creative Island Regreats (residency-based craft & tourism)

https:/ /www.threadcaravan.com/mallorca?srsltid=
AfmBOorQ1rIMqTIJTONHGKBLzr65nuCLBanRfiu2
1ijwqsLUWUX3KDYm
(accessed on 22 April 2026)

Design al Tombolo Co-design training

https:/ /aess.regione.lombardia.it/portfolio/e-ch-i-
etnografie-italo-svizzere-per-la-valorizzazione-del-
patrimonio-immateriale-2009-2015/

(craft technique experimentation)

(accessed on 15 May 2026)

Gallery Bard

Craft-design network
(curation, retail and
designer-maker collaboration)

https:/ /www.bard-scotland.com https:/ /thehoxton.com/
it/the-localist/ meet-the-locals-bard-in-edinburgh /?utm

(accessed on 22 April 2026)

Intrecci-Intertwinings

Co-design training
(exhibition-driven design

https:

/ /www.domusweb.it/it/notizie /2025/08 /07 /intrecci-

mostra-arte-design-monastero-salento.html?utm

experimentation) (accessed on 20 October 2025)
meSch—Material Encounters (inte]r:)alcgtlitjels Zreélltfa %:3 ible https:/ /www.mesch-project.eu/ About/
with digital Cultural Heritage interfaces) & (accessed on 2 April 2026)

SILKNOW—Silk heritage in the

Knowledge Society: from punched cards
to big data, deep learning and

Digital heritage (open data, Al
and reuse of collections)

visual/tangible simulations

https:/ /www.mdpi.com/2071-1050/15/19/14340

(accessed on 4 October 2025)

Digital heritage https:/ /terra-mosana.org/
Terra Mosana (territorial platfo‘rm and local (accessed on 20 March 2026)
production)

Werkraum Bregenzerwald

Craft-design network
(local production ecosystem)

https:/ /www.werkraum.at/en
(accessed on 20 October 2025)

Appendix B
Appendix B.1

Table A2. Museums that meet the 4 selection criteria for the Campania jewellery district.

Name 1\?1’11;:1;’; Location Date Description Artefacts Link
The museum houses the Around 1000 ex_amples of
collection begun in 1930 by sculptgral e.md jewellery ht.tps:'/ /WWW.
MCusf:lliel Private Torre del Cavaliere del Lavoro Basilio serlcieal‘telgiroli;ns’fgrrlzls Zr;eczl on ccilr:;e/?tl}()rii?e}o—
. corporate 1986 Liverino, collecting artworks up NO
Basilio museum Greco (NA) from sculptures and jiewelry to display. The collection is del-corallo/
Liverino T sculptw J y completed by international (accessed on 14
P y
artistic creations from all over
the world works of art from East to West, May 2026)
’ dating back to the 16th century.
The museum houses NUMerous It houses more than 300 ancient
precious objects and jewelry ethnic jewels, made of C.OMI. https:/ /www.
Museo del . caught and processed mainly in . .
Private collected around the world by . . antoninodesimone.
Corallo Torre del . X . . the Mediterranean countries and .
Antonino De corporate Greco (NA) 1980  Antonino De Simone during his then mounted elsewhere it/il-museo/
- museum travels. The jewels come from . ! (accessed on 14
Simone according to local customs,

all the countries crossed by the
Silk Roads, the Spice Roads.

silver and turquoise, all of
exquisite workmanship.

May 2026)
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Name dﬁg:ﬁ; Location Date Description Artefacts Link
The Coral Palace was built in The collection weaves jewels https:
Palazzo del . linked to productions / /russocammei.
. Private 1929 to promote the art of cameo . o, L.
corallo di - g contemporary with the family’s  it/il-palazzo-del-
corporate Portici (Na) 1929  engraving, an art product born o .
Russo museum from one of the oldest traditions historical story, through artifacts corallo/
Cammei of the Vesuvian land dating back to the first half of (accessed on 14
’ the “900s. May 2026)
e Con Museum, showed Oy e oo by
and linked to the Art Institute of works from donat;ons or
Torre del Greco, which is one of urchases, in coral https:
Museo del . the oldest in Italy, established by p ’ o ps: .
Public mother-of-pear], silver, / /www.isdegni.
Corallo e del . Torre del Royal Decree of June 23, 1878. In . .
educational 1933 . Rk tortoiseshell, slate, lava stone, edu.it/museo/
Cammeo Greco (NA) 1968 it became the Institute of
Deeni museum Artand in 2009 it was merged and numerous cameos. The (accessed on 14
g with the Institute of Higher exhibition is completed by May 2026)
L sher furniture characterized by the
Education “Francesco Degni” of . .
Torre del Greco contamination of techniques and
’ materials.
The museum itinerary is
divided into two sections. The
The Museum, founded in 2001, first, in which you can admire
collects documents and the most coral branches from different https: / /ascione
Museo del Private significant creations, thus places, ancient tools used for ﬁ‘/‘mu‘g‘eo / ’
Corallo corporate Napoli 2001  retracing the history of the Torre fishing, tools for processing, (accesseci on 14
Ascione museum del Greco company from the necklaces of various cuts and May 2026)
nineteenth century to the styles. The other section is y
modern and contemporary. dedicated to jewelry, with a rich
exhibition of over 300 objects in
coral, cameos, and lava stone.
Appendix B.2
Table A3. SMEs that meet the 4 selection criteria for the Campania jewellery district.
Name Location Date Description Materials Production Type of Link
Products
Aucella Gioielli is one of the historic
companies in Torre del Greco, in the
province of Naples, which has been Hand Artistic and
producing fine coral and cameo Sardonic eneravin religious https:/ /www.
Torre del jewelry since 1930. For four 8 & cameos; aucella.com/
Aucella 1930 N R Shell, Coral, artisanal shell R
Greco (Na) generations, the Aucella family has Gold. Silver and gold, silver (accessed on 14
passed down the art of shell and ’ ’ metalwork and coral May 2026)
coral engraving, enhancing the ’ jewelry
Neapolitan goldsmith tradition and
local manual excellence.
Founded in 1855, Ascione is among
the oldest Italian goldsmith houses Cold iewelr
specializing in cameos and coral. Hand with gameoz
Today, it also combines artisanal eneravin machined ’ https:
. Torre del production with a Coral Museum, a Coral, g & / /ascione.it/
Ascione 1855 L. . handcrafted corals;
Greco (Na) testament to the company’s historical ~Cameos, Gold coral and unique pieces (accessed on 14
and cultural value. Collaborations quep May 2026)
cameos and museum

with international artists and
designers make it a symbol of Made
in Italy excellence.

collections
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Name Location Date Description Materials Production Type of Link
Products
Michele Di Luca’s passion, which Working
earned him a gold medal for Cassis entirely by
contributing to the economic two-tone hand with Cameo:
development of the Campania natural shells, traditional . . http://www.
. L o . jewelry; L
Cameo .. region, also inspired his children 18-karat gold, techniques. cameoitaliano.
Marcianise : . . watches;
Ital- 1957 Gino, Anna, Pina, and Marinella, electroplated Use of X . com
. (CA) L . . e collections in
iano who turned their lives around in silver gold historical 18 kt: modern (accessed on 14
1980 by joining the company. In 2012 and instruments ,r iant May 2026)
Gino Di Luca launched a brand that ~ hand-applied and direct vanants.
made a contemporary gem of a enamels. engraving on
cameo: CAMEO ITALIANO. shell
Founded in 1894 in Torre del Greco,
Enzo Liverino has been producing
and processing coral for over five Coral pearl htto:
X ttp:
Enzo generations. Jewelry of excellent Coral, . strands, S
. . . . . Techniques g //www.liverinol
Liv- Torre del execution mastery in coral, lava pit ~ sardonic shell, . semi-finished .
X 1894 exclusively 894.com/it
erino Greco and gems are the symbol of a strong lava stone, . coral and
. LT . . artisanal (accessed on 14
1984 attention to originality and quality carnelian cameo, art May 2026)
that from five genders consolidate objects y
the company in the national and
international market.
Since its founding in 1830, Antonino
De Simone has specialized in the
processing of Medlt.erranean refl Traditional Cameos:
coral, which reaches its laboratories . . .
T ) 925 silver, goldsmith and classic and https:/ /www.
. in its raw state and is then . .
Antonino R . . gold, coral, coral modern antoninodesimone.
R Torre del transformed into its various forms, K . X .
De Si- 1830 . diamonds, techniques, designs, it/
Greco reaching the markets of outlet, as a . . .
mone P turquoise, such as hand including (accessed on 14
semi-finished product or already . .
Ll . sapphires carving and custom ones; May 2026)
composed in finished jewelry, for a eneravin ‘owelr
product of authentic Made in Italy, & & ) Y
which fully represents the beautiful
and well-made Italian.
Russo Camei, a historic workshop in Manual
Torre del Greco with 120 years of Mediterranean processing, https:
- i . . . ttps:
Portici tradition, creates unique and red coral, fine  from carving to .
Russo 1. Cameos; / /russocammei.
(NA); handcrafted coral cameos and shells finishing; . . o
Cam- L 1896 . . . . - jewelry: it/ chi-siamo/
mei Marcianise jewelry. Each piece, engraved and ; Precious Technique custom bieces (accessed on 14
(CE) finished by hand, tells the story of metals (gold, hand carving P May 2026)
the beauty and excellence of Made in silver) and artisanal y
Italy polishing
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