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1&bstract_

This paper reports and interrogates the findings of a national survey of craft in British
secondary schools directed by the author in 1994-5. Methodologibal issues and tensions
arising from the fact that this was a funded project have resulted in this critical reflection
on the research design, processes and outcomes in which the findings are presented in
four different ways. The first part of the paper explores overt and covert processes
informing the negotiation and design of the survey questionnaire. The second describes
the salient characteristics of British craft education as revealed in the quantitative data,
together with the policy recommendations that were the official research outcomes. The
third, probes the qualitative data further for insights arising from the subjective
experience of the art and design & technology teachers who were the survey respondents.
Finally the author reflects on the contribution of the enquiry to her self-understanding of

craft and its educational value.
Keywords: British Education, craft education, secondary schools
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INTRODUCTION

In 1994-5 I directed a national survey of crafts education in British secondary schools.
This paper sets out to report and interrogate the findings. Whereas its main purpose is
to appraise the nature and function of general education provision that purports to be
crafts related, the manner in which the findings are presented is a response to
methodological problems arising during the research. It was my first attempt at
quantitative survey method and 1 experienced tension throughout. This tension
centered around the need to arrive at generalizations about craft education for the
purposes of policy making, and my understanding of the realities of the situation
being investigated as multiple or many layered. Also, on the funding body's
expectations that the methods and outcomes would in some way be value free, which
conflicts with my preference for qualitative modes of inquiry in which the perceptions
of the investigator and subjects are inciuded. Because .suppression, repression and
negation of the subjective experience of researchers and the people they research is a
recurring criticism of quantitative survey method (Grumet 1990, Mies, 1993), the

findings are presented in this paper in four different ways.!

In the first part, overt and covert processes informing the negotiation and design of
the survey questionnaire are explored. In the second, the salient characteristics of
craft education as revealed in the quantitative data are described, together with the
policy recommendations that were the official research outcomes..ln the third, the
qualitative data is probed further for insights arising from the subjective experience of
the respondents (art and design technology teachers). The last part reflects on the

contribution of the enquiry to my self-understanding of craft and its educational value.

BACKGROUND TO RESEARCH

. Personal Agenda

From a personal perspective, the desire to research craft education originated in a visit

to Japan. Like most foreign visitors I was struck by the quantity and quality of

traditional, hand-made crafts in everyday use in modern Japan, and the prevalence of -
artisanal modes of craft training. On returning home to a country in which vernacular

crafts have been rendered obsolete by automated modes of manufacture and learning

through apprenticeship has all but disappeared, 1 was keen to update my knowledge

and understanding of contemporary forms of craft education in British secondary

schools.
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A second motivation was the desire to find out which living craft traditions school
children were afforded access to and why. A preliminary review of the specialist
literature had revealed conceptual confusion surrounding definitions of craft .in
British society, a wide range of craft categories and practices and a hierarchy, or
'pecking order’, of academic respectability in terms of their study.2 The diversity of
traditions identified in this literature was certainly not in evidence in the resources
my university library provided for students training to be professional artists,

craftspersons and designers. Was this also the case in schools?

Third, T wanted to find out if schools afforded educational value to the community
building and social functions of craft. I was aware that, historically, craft had been
promoted in both British and American schooling mainly for utilitarian, aesthetic or
pedagogical reasons; but in the latter, there was a tradition of promoting it for
community building purposes in schools with diverse student populations also
(Korsenik, 1992).3 The recommendation of multicultural education enthusiasts that
traditional crafts be included in the curriculum as vehicles for promoting minority
cultural identity and self esteem was a relatively recent phenomenon in British
education. But it mirrored a trend in contemporary fine art, for Black and minority
artists to incorporate 'ethnic crafts' into their painting and sculptures for political and
social reasons (Rattansi & Donald 1992, Court, 1994 and Cahan & Kocur, 1996). 1
was curious as to whether these kinds of concerns had infiltrated mainstream craft

education in schools.

Public Rationale

A more public rationale for the survey was the need for policy makers to obtain an
overview of the educational status, value and role of craft. Recent research had
established that developments in crafts materials and new technologies were
effecting changes in educational provision at tertiary level (Ashwin et al. 1988,
Crafts Council, 1990, Bennet, 1993), but the situation in schools had not been
investigated. Most importantly, there was a need for descriptive data about craft
education in the secondary sector following an Education Reform Act (1988) that

had effected fundamental changes in almost every aspect of schooling.
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Briefly, the situation shortly before and after the Reform Act was as follows. Prior to
1988, opportunities for making one-off individual artifacts in traditional craft
materials, such as wood, metal, textiles and clay, had been available to pupils in two
school subjects called Art & Design and Craft, Design & Technology (CDT). But the
1988 reforms had ushered in a mandatory National Curriculum with an extended
core subject called Technology (later re-named Design & Technology) and a
foundation subject, called Art, in which the significance afforded practical learning

over all was reduced.

The changes to Craft, Design & Technology were far reaching in that Technology
was mooted as a new subject with the declared aims of preparing pupils for the work
force in the twenty first century; and drew on knowledge and skills from a wide
range of curriculum areas - including science, business studies and mathematics. In
Technology, practical craft skills were supposed to be taught within the context of
'principles and practices of good design' and the ‘application of theoretical
knowledge' and pupils were expected to work with 'a variety of modern materials in
use in the commercial and industrial world'. Technology was responsible also for
equipping pupils with basic skills in information technology (IT), and developing
their awareness of 'the potential use of computer technology in business,

manufacturing and commerce'.

The proposals for National Curriculum Art were less radical. But, after heated
professional debate, the Secretary of State had come out in favor of two attainment
targets called Making and Investigating and Knowledge and Understanding* This
represented a substantial increase in weighting towards what had recently become
known as the 'critical and historical component' of Art. There were repercussions for
the many schools where practical work was the predominate mode of art learning

and teachers were ill-prepared to deliver a critical-historical curriculum domain
(OFSTED, 1995).

The situnation for would-be researchers of 'craft’ was extraordinarily complex given
its hidden location in two pfactical subjects with long-standing ideological
differences. Broadly speaking, in the decade preceding the 1988 reforms, art &
design teachers had tended to emphasize cultivation of creativity in the individual,

whereas craft, design & technology (CDT) teachers had promulgated a more

5
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utilitarian, skills-based approach. An additional complication was the tendency of
design during the 1980s, to extricate itself from its art connotations to ally with
industry and engineering (Attfield, 1984, p. 13) resulting in a corresponding
emphasis on design in CDT. In 1988, there were proponents of a design education
philosophy teaching in both Art & Design and Technology who varied in the extent
to which they adhered either to a 'creative' or 'problem-solving' approach to practical
education and/or craft in schools. In the statutory orders for Art and Technology, this
historical overlap was reflected in a common emphasis on 'making and designing'
and 'knowledge and understanding' in the attainment targets (ATs) for the two
subjects, but the programs of study and end of key stage statements pointed to

sharply divergent content, pedagogy and aims.>

In planning the survey, events that took place shortly after the national curriculum
was introduced, when government and teachers' unions were involved in head-on
confrontation, had to be taken into account (Simon, 1992). Technology received a
particularly rough ride with teachers claiming the mandatory core curriculum and
national testing procedures were unworkable (HMI, 1992); and that inadequate
resources were making it impossible to offer pupils opportunities to work with even
the minimum range of requisite resistant and non-resistant materials (Design &
Technology Association, 1994). Additionally, the requirement that all pupils should
be entered for national examinations in the subject at the end of Key Stage 4 proved
problematic. Consequently, and at the time the survey took place, the original orders
for Technology were being revised. A major constraint for Art was the lack of time
available for anything other than the so-called core and extended core subjects at
Key Stage 4. When the Secretary of State eventually conceded that the national
curriculum at this stage was overcrowded, the order that Art (but not Technology) be:

compulsory was rescinded causing loss of professional morale.

Together with a new national curriculum, the 1988 Education Reform Act introduced
local management of schools. The transfer of finances from regional education
authorities (LEAs) to individual schools and governing bodies had led to increased
awareness of resource issues in two practical subjects that are costly in terms of
specialist accommodation, staffing, equipment and time. ‘Tribal warfare’ between
the various proponents of 'Art & Design' and 'Craft, Design & Technology' had long

been endemic in the British education system (Steers, 1991) and the increased
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competition for diminishing resources was likely to have exacerbated these

traditicnal skirmishes between rival factions.

Negotiating and Designing the Survey

In February 1994, I proposed to the Crafts Council that there was a need for a
national survey of craft education at Key Stages 3 and 4 (for pupils aged 11-16) for
the reasons identified above. After deliberation, financial support was approved on
the grounds that it would contribute to the education sector's existing research
program called Why Teach Craft?6 and, on condition it was monitored throughout by
a national survey committee. Details about the distribution of the questionnaire and

returns, together with the content, will follow.

Questionnaire design

The survey was targeted at all schools in England and Wales delivering national
curriculum Art and Design & Technology at Key Stages 3 and 4 (approximately
6,000). Separate, but very nearly identical questionnaires were produced for the two
subject areas and posted to head teachers for distribution to relevant department
heads in October 1994. Initially, the returns constituted only 16.3% but, after follow-

up questionnaires had been sent out, a 22% response rate was achieved.

The stated aims of the survey, hotly contested during planning meetings, were to:

¢ Determine the nature and extent of learning through craft activity;

s Determine the extent to which knowledge and understanding of craft
inheritance is included;

o Establish the degree to which such learning is valued by teachers and,

¢ Identify the quality and quantity of provision for this learning.

The definitions of 'craft' and 'craft inheritance' eventually agreed were:

s Craft activity: Pupils should be actively involved in the designing and
making of one-off individual artifacts, encouraging the development of
imaginative and practical skills, visual sensitivity and a working
knowledge of tools and materials. ‘

e Craft inheritance: Learning targeted at developing knowledge and
understanding of the historical, technological and cultural contexts in
which artifacts have been/are made. :
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The questions were clustered into six sections, or themes. Questions in the first
section, called General Information, were designed to elicit factual information
about the teacher-respondents, their schools and art and design & technology
departments. Questions included in Pupils' Knowledge and Understanding of Craft
inquired into the opportunities they gave pupils to acquire historical, technical,
cultural and contextual knowledge of crafts and into relevant external and internal
resources. In Pupils’ as Makers, the nature, extent and range of practical activity in
ceramics, metal, textiles and wood was probed through questions about specific craft
processes, techniques and skills and the quantity and quality of specialist resources
availablé. Since the major objectives of the Crafts Council were to (i) clarify in
which national curriculum subject the four kinds of crafts was actually taking place
and, (ii) to establish the current situation regarding specialist resources, the teacher-
respondents were asked to comment on the extent to which their Art and Design and
Technology departments collaborated with each other on matters such as staffing,
accommodation and equipment. Questions under the same heading also asked about
the craft options available for pupils studying national examination courses. Those
included in the section called Teachers' Views of Craft Education in General
enquired into the purposes and value of craft education, the significance afforded
different sorts of criteria for assessing pupils' craftwork and factors impacting on
successful delivery. Finally, questions in Further Information were open-ended and
invited comments on the impact of the national curriculum on craft education in

general, how it should develop in future and the survey definitions of craft.

Design Issues

That there were weaknesses in the research design is undeniable. A disadvantage of
obtaining public funding for research is that sponsors often know what they want in
advance (in line with government and internal policies). This makes it well nigh
impossible for researchers to introduce new categories and concepts into the area
being investigated, or to attempt a radical critique. The vagueness of the term craft
and the need to phrase the survey questions in a manner that would be meaningful to
both art and design & technology teachers was particularly problematic; and I was
unprepared for the extensive debate, at committee meetings, about ‘politically
correct' terminology. Some of the categories of craft eventually arrived at were very
unpopular with teachers.” That steering committee members were unwilling to

associate craft education with anything other than professional, avant-garde, or
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contemporary designer-type crafts was particularly frustrating given my personal

agenda.

Some criticisms notwithstanding, I believe the survey findings were sufficiently
representative to enable some generalizations to be made @poﬁt craft education in
British schools. A limitation of the data, apparent on receipt of the returns, was that
the views ascertained were mainly those of heads of art and design & technology
departments, aged 40 and over. The problem of selecting terminology appropriate for
teachers of both subjects was not resolved, since there were complaints that the
questionnaire was biased towards art. A more significant weakness, in my view, was
the wording of the checklists used for rating purposes that assumed congruence
between the views of government and teachers on matters such as assessment of
pupils' practical work and the educational value of craft. These points aside, | believe

the survey was successful in answering at least some of the Crafts Council's concerns.

Whereas my personal agenda undoubtedly lost out in the negotiations over the
research design, the survey supplied me with substantial insights into all three areas
identified as personal concerns. My knowledge and understanding of contemporary
forms of craft education, methods of instruction and perceived purposes was -
advanced not only by the qualitative and quantitative data arising from the survey,
but also by the wrangles over the questionnaire design. Most significantly, my
suspicions about the limited range of craft practices in schools were coﬁﬁrmed

before the research even began.

SURVEY FINDINGS AND RECOMMENDATIONS

It is impossible to do justice to the survey findings here given their corhplexity,
quantity -and variety. The majority of the data was analyzed to produce statistical
results vsing the Statistical Package for Social Sciences (SPSS) and a coding
schedule of 213 variables per questionnaire. Responses to the open-ended questions
were analyzed using content analysis, then qualitativély into themes. The outcomes
were published in a lengthy project report, written by the research officer and fnyself
{Mason and Iwano, 1995) together with a shorter, executive report produced by the
Crafts Council. The next section of this chapter constitutes a descriptive summary of

the findings derived from the quantitative data that acknowledges the need to take up
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a pragmatic relation to whatever educational phenomenon is being researched
(Grumet, 1990).

Pupils' Knowledge and Understanding of Craft

Questions in this section were directed to finding out how much opportunity pupils
were given to acquire knowledge and understanding of crafts, as distinet from hands-
on making. Historical, contextual and cultural learning objectives were included in

the statutory orders for both Art and Design & Technology;

ART: Pupils should understand and appreciate art in a variety of genres and
styles from a variety of cultures, Western and non-Western. (DES, 1992, p. 3)

D&T: Pupils should be able to know that in the past and in other cultures people
have used design and technology to solve familiar problems in different ways.

(DES, 1990. p. 4)
But there were important differences. First, the statutory orders for Art stated quite
explicitly that art should be interpreted throughout to mean 'art, craft and design’;
whereas the term 'craft’ scarcely appeared in the Design & Technology document.
Second, the knowledge base for Design & Technology was understood to be

interdisciplinary, whereas in Art it was subject specific:

D&T: Pupils should be taught to draw on their knowledge, understanding and
kills in other subjects, particularly the foundation subjects of science,
mathematics and art, to support their designing and making activities. These
activities should also reflect their growing understanding of the needs and beliefs
of other people and cultures, now and in the past. (Ibid., p.19)

ART: The development of visual literacy and understanding of art craft and
design, including the history of our diverse artistic heritage and a variety of
artistic traditions, together with the ability to make a practical connection
between this and pupils' own work. (DES, 1992)
Third, the examples of specific learning objectives for knowledge and understanding
included in the programs of study for Design & Technology were exclusively

contemporary, not historical.

The most significant finding from this section was that teachers afforded very little
importance to helping pupils develop knowledge and understanding of craft,
especially in Design & Technology. It was a majority response, for example, that
pupils had little or no access to professional craftspeople in or outside schools and

that visits to craft collections in galleries and museums were the exception, not the

10
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rule. Also, the range of secondary resource materials for teaching the critical and
historical component of the craft curriculum appeared limited given technological
developments such as video, multimedia and CD-ROM. (More than 80% of
respondents said they only used magazines, books, wall charts or posters). Again, the
data confirmed my suspicion that the range of living craft traditions pupils learn
about in schools was limited in that contemporary crafis’, was the only category to
receive a high rating (50% of respondents in both subjects said their courses offered
a great many opportunities to study contemporary crafts). Apart from a shared
preference for curriculum content related to contemporary crafts, the data suggested
that pupils studied different crafts in Design & Technology and Art. For example,
ethnic crafis and crafts of other times, were reported to feature in some, but not all
Art courses, whereas trade-crafts and women's crafts were mentioned most
frequently in Design & Technology (probably because this national curriculum
subject incorporates food technology and/or home economics). Rural crafts were a
neglected area altogether with 80% of respondents reporting that pupils had no
opportunity to study them.

Pupils as Makers

The responses to the questions about craft activities confirmed they occurred in both
subjects but were dealt with separately. It was clearly the case that ceramics was
almost exclusively located and resourced in Art and wood and metal in Design &
Technology. There was no predominant location for textiles, which was reported to
be either in one or other of the two subjects, in both or, in some schools, in neither.
Likewise, whereas both art and design & technology teachers seemed reasonably
content with their specialist accommodation, equipment and tools for ceramics,
metal and wood, there was a problem with textiles. 50% of all teachers said their
tools and equipment for textiles were inadequate and there was no possibility of

sharing them.

Responses to the question about craft materials suggested that schools prioritized
them differently from the Crafts Council. Art teachers identified paper, card, clay,
textiles and wood as those most commonly in use and design & technology teachers
singled out wood, plastics, metal and wire, textiles and card. Differences of opinion
about the relative importance of different kinds of craft materials were a recurring

feature of responses to the later questions, including the one about definitions of craft.

11
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A positive finding for the Crafts Council was that the majority of Key Stage 3, pupils
did have opportunities to work with the four materials targeted for the research; but
that at Key Stage 4, access was more restricted because of the optional nature of Art.
Surprisingly, no significant differences were reported in the techniques, skills and
processes being taught at the two Key Stages. In Art, pupils' use of computer-aided
design and manufacture was minimal (only 30% of respondents said they made a
little use of it for textiles and almost none for ceramics), whereas 50-60% of design
& technology teachers said they did use it for metal, textiles and wood. Over all,

Design & Technology appeared better resourced than Att.

The data on examination courses confirmed a tendency for pupils to be expected to
work with a wide range of materials rather than develop practical skills in one
medium in depth. There was considerable overlap of processes and techniques being
taught in textiles in the two subjects, except that there was more sewing in Design &
Technology. Regarding options, 90% of respondents considered personal preference
the major factor influencing pupils' choices of certain kinds of crafts rather than
external factors, such as parents, time tabling or peer group influence. Gender was
considered more influential in determining choices in Design & Technology than in
Art.

Teachers' Views on Craft Education in General

Over all, the most significant reason for including craft activity in school, according
to 80% of respondents, was that 'it gives pupils a sense of pride and achievement'.
Other than this, their choices, from the checklist provided,3 suggested divergent
ideologies in the two national curriculum subjects; a significant difference being that
design & technology teachers believed that the development of 'problem solving
skills for adult life in the home and workplace’ was an important justification for
craft education, whereas art teachers rated 'developing imaginative and expressive
skills' more highly. Teachers of both subjects were evenly divided as to whether or
not developing understanding of historical, technological or cultural inheritance was
an important learning outcome and whether or not craft education was useful for a
future career. Asking them about their preferred criteria for assessing pupils'
practical work was another way of trying to ascertain what they valued most about

craft. The responses to this question confirmed that art and design & technology

12
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teachers held sharply contrasting views. In Art, evidence of imagination, creative and
expressive elements were the highest priorities and designing and problem-solving
were considered most important in Design & Technology. Not surprisingly, given
the previous findings about the lack of attention given to knowledge and
understanding of craft, the criterion considered least important, in both subjects, was
‘ability to talk about artifacts’. (21% of respondents afforded it absolutely no

significance at all.)

From the checklist of internal and external factors affecting successful delivery,
teachers of both subjects opted for 'resourcing’ and identified specialist-trained staff,
small staff-pupil ratios and adequate budgets for materials as crucial in this regard.
Enhancing craft education through external factors, such as bringing in professional
crafts people, attending in-service education courses, or linking with national and
regional crafts agencies, was not considered important. Significantly, in the space
provided for 'other comments', approximately 40% of those who responded to this
question referred to a need for increased commitment to craft on the part of school

managers and parents.

Further Information

Answers to an open-ended question about the impact of the national curriculum
differed in the two subjects also. The majority of art teachers said that it was positive
in that it had increased departmental resources, broadened the context of the ari
curriculum, or extended the range of materials in use. In contrast, design &
technology teachers made mainly negative comments stating in particular, that it had
reduced the time spent on ‘making” and lowered standards of practical work. Their
responses to the question about how they would like to see craft education develop in
future, implied that change was crucial. But whereas the art teachers were concerned
about how best to resource and locate craft in the school curriculum in the future
(whether or not it should be a distinct area of their subject, interdisciplin'ary or,
integrated into Design & Technology), design & technology teachers were
preoccupied with the relationship of making to designing in their school subject.
Two diametrically opposed views were expressed in this regard; one faction wanting
a greater emphasis on teaching and learning specific craft skills, so as to ensure
quality products and the other stressing the benefits of a broader, more design-based

approach;

13
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I have no intention of buying expensive and highly dangerous equipment e.g. for
metal casting. Awareness of technique is enough. There is not enough time to
involve detailed work with any one material and calls on craftspeople.

Greater emphasis on craft skills. Until pupils have a good basic craft ability and
knowledge of materials they are unable to produce realistic design work.

Back to Basics. Fewer lessons on design and more on learning the basic skills.
Design can come later when the foundations are laid.
The response rate to a question about our definitions of craft activity was only 30%,
but the majority was negative. Common objections were that it was too narrow in
terms of content or materials and, too traditional. A recurring criticism of our six
categories of craft was that they were unclear. That the inclusion of 'craft inheritance'
may, indeed, have been radical is implicit in the comments of some design &
technology teachers that they had never heard of the term, di‘sliked it, and considered

it irrelevant to their work in schools.

All the earlier questions were revisited in the responses to 'any other comments', the
majority focusing, yet again, on resources. Design & technology teachers who
wanted to 'go back to basics', seized the opportunity to protest about design yet again.
They complained that the so-called design and realization component in the new
national curriculum involved them in too much paper work', was too academic, had
destroyed practical work and de-motivated pupils. (The impact of the national
curriculum on practical work was perceived as 'appalling’ by one respondent, who

said it only took place now in Art.)

Future Policy and Research

Statistical analysis of the data enabled generalizations to be made about craft
education at the time of the survey. Whereas it was acknowledged that some of the
data conflicted or was ambiguous, some conclusions were drawn in response to the
Crafts Council's stated aims (see page 5). They were presented to the national survey
committee as tentative recommendations for future policy-making and research.

Prominent among the conclusions and recommendations were that:

(i) Future policies should take account of the fact that craft activity in art and
design & technology meant different things.

(i1) The situation as regards the location and resourcing of textiles, in particular,
should be investigated in more depth.

14
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(iii) Knowledge and understanding of craft was a neglected curriculum domain,
reasons for which should be investigated.

(iv) More substantial Justlﬁcatlons were needed for craft activity in view of its
high costs and low status in society and schools.

(v) The antagonism between art and design & technology teachers was
unproductive for the future of craft education.

(vi) External agencies might have to take the lead in promoting craft in secondary
schools in future since it was a low priority for art and design technology
teachers.

(vi1) Teachers of both subjects should be encouraged to open up debate about the
educational value of craft and effective modes of delivery.

TEACHERS' VOICES

Quantitative survey research has limitations. Generalising about present practice
across larée numbers of cases leads to findings that, because of their vagueness and
abstraction, seem almost useless if researchers want to concentrate in depth on
specific aspects of the phenomenon in hand. Moreover, the obsession with
universality that permeates this research form is a special source of confusion in the
study of cultural phenomena like craft (d'Azevedo, 1989). On the one hand, there is
little agreement about its nature or place among general subjects of study; on the
other, assumptions about its universality continue to appear in generalisations and
conventions inherited from earlier theory. A further limitation of the research data in
this instance was that it privileged the objective voices and pragmatic motives of
educational policy makers concerning the nature of education and craft. To help me
understand the reality in schools, [ want to look in more detail now at the data from
the open-ended questions. In particular, at the individual responses of art and design
& technology teachers relating to conflicting practices and values in the two

curriculum subjects and the survey definitions of craft.

Definitions of Craft .
Close scrutiny of design & technology teachers' comments reveals that their main
objection to the Crafts Council's definition of craft activity was that it is old

fashioned'";

You concentrated too much on old skills and ignore the possibility opening up by
the use of electronics and control technology.

I'm surprised you separate food and include textiles. Is the former bad and the

latter good? Designing and problem solving in food forms a major part of our
delivery.

15
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This survey defines craft along traditional lines.

The segregation of craft into wood, metal and textiles tends to give the subject an
old fashioned flavor.

Design and making is a more appropriate term as craft has a very old fashioned
connotation, which can give pupils an inaccurate impression of associate subjects.

More concerned with skills than creativity. Backward looking rather than
forward looking.

A related objection was that it restricts craft activity to one-off artifacts;
The definition should have included provision for the design and making for

work in areas of short production run.

I'm not sure I like the idea of one-off artifacts when quite often-new ideas emerge
for extending projects after finishing initial artifacts. :
That there are 'traditionalists’ in Design and Technology who are sympathetic to the
Crafts Council’s view is evident also. Some more positive comments about the
definition were;
I do not see craft as a dirty word. It’s a creative love of processes and materials.
We need to redefine a 20th century definition that fuses crafts skills with modern
technology.

In contrast, art teachers appeared much more concemed about the difficulty of

distinguishing between art, craft and design;

I do not like the distinction between art and craft. My artists in residence, who
are crafts people, quite rightly regard themselves as artists too.

I am concerned that [you think] craft and design can be separated. In the best
practice, elements of both will exist in any undertaking.

The visual arts and crafts are so closely linked it is difficult to separate them.
Much fine art involves craft skills and most craft pieces involve original skills in
design and visuals.

Their criticisms notwithstanding, suggestions for alternative definitions were few
and far between. Differing conceptions of craft in Art and Design & Technology
were a featurc of art teachers’' suggestions, whereas the revisions of design &
technology teachers allowed for a broader range of technical processes, teaching

styles and materials;
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Crafts covered in D&T are often taught in a different way than in art where
design briefs are generally very open ended. (Art)

Seems to be a vast difference in our school between the art department's concept
of craft and the technology department's. They seem to teach skills and processes
without any creative flair, with little or no reference to contemporary crafts
people. (Art)

Craft work usually results from activity the outcome of which is known in
advance to a great degree. Art is usually the result of experimental interaction
between skills and imagination the outcome of which is not predetermined. (Art)

(Craft activity) is about the common-sense notion of designing and making to
meet perceived needs of yourself or other. It can also be seen as a custom
designer relationship, therefore, a logical process. (D&T)

Would refer to any practice of building, constructing, making things from any
material, (D&T)

Is conversion of material into artifacts on a small scale ? (D&T)

Relies on the use of hand tools to produce a worthwhile and relevant artifact.

(D&T)
Image of Craft
A number of respondents agreed that the definition was problematic because it
reinforced harmful stereotypes and popular prejudices about craft. That craft
knowledge is not academic, for example, has no vocational relevance or is a leisure

time pursuit;

I suspect this terminology will immediately alienate people who wish to see a
more academic subject development and status to D&T.

Careers in craft are not well paid. In the present economy, climate and
atmosphere it is difficult to encourage pupils to do crafts.

It is unfortunate that craft has so many bad connections for students in their past
experience and in the outside world e.g. craft fairs.
The view that craft knowledge is denigrated socially was expressed very strongly by
design & technology teachers, who pointed out that it is less acceptable than other
forms of knowledge, is considered of minor importance in comparison with other
school subjects and, 'does not appeal to the people who hold the purse strings'. Lack
of support by local education authorities, head teachers, careers advisers, industry,

university entrance boards and parents was cited as evidence;
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I have the opportunity and potential enthusiasm and ability laid before me in the
children, but my hands are tied behind my back.

Although there is lip service paid to the value of crafts at all level, industry
couldn't care less about them unless they have spent their own money training
people. Education and management has contempt for crafts subjects and so have
parents of bright children. The only custom in this country for craft produced
wares is from a minority middle class and even they won't pay a fair price. Pupils
perceive this and it influences their approach to D&T, especially at Key Stage 4.

Beware the pitfalls of using the word craft. I have no problem with it, but many
do. Academic snobbery persists and we need to solve the vocational issue. (D&T)

Not surprisingly, traditionalists who wanted craft reinstated, argued that action to

improve its status was of paramount importance; but acknowledged that the odds

against this happening were high;

Before we can go anywhere we have to raise the profile of crafts.

There has been a de-craft or no craft focus in schools for so long that really
positive work will need to be done to improve the status of skills.

Craft education needs a major boost to shed its image of market stall work with
the school and wider community.

Ability to structure fashion and create is not recognized in schools even though
they are of primary importance to survival and a sense of well-being.

On the other hand, the design enthusiasts supported the reduced emphasis on craft in

the national curriculum pointing out that the use of the term in the survey promoted a

false image of what was actually occurring in schools;

The use of the word gives the wrong image and can denigrate the imaginative use
of materials (ART).

People do not use the word craft any more. CDT does not exist. (D&T)

Humans are always inventing and changing things - not always for the better, but
the craft of coppicing is not totally relevant to rural craft any more. Some of your
questions are loaded and really bring out the worst in me, in that I have to defend
design education -all this from someone who passionately believes in craft skill
for myself and others. (D&T)

Those who were less sure national curriculum policy had succeeded in reducing the

stigma surrounding craft wanted more emphasis on its role in industry;
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My school produces engineers, architects, high (status) managers, owners and
people in control of industry. More emphasis should be placed on the top end to
attract a more serious approach to this area of the curriculum from decision
makers in schools.

I am much more keen to develop links with industry than with crafts people.
Therefore is a lot of our projects and practical skills are linked to local
companies e.g. Rover and vehicle design and modeling; solar system or mass-
produced jewelry and architects and environments.

Advocacy

The most significant reason for including craft in general education, according to

respondents, was that it gives [pupils] a sense of pride and achievement. A weakness

of this rationale is that pride and achievement can be developed thfough other school

subjects. Also, there is no consensus as to whether or not pupils enjoy craft;

Kids like making things (Art).

National Curriculum has sadly reduced the fime that was previously available to
practical activity. The joy of making things should be made available again to the
nation's young.

Crafts skills do not excite the majority of kids. (D&T)

Currently they are not interested in craft activity - why should they be when there
is so much poor craftwork around them? They are more seduced by what is
technologically produced. However, I expect there to be a swing back to doing as
an activity and crafts will re-emerge. (D&T)

Pupils love to make artifacts in any material and enjoy acquiring new skills.
(D&T)

I have found my pupils are much more interested in craft work than fine art or
drawing and painting. Perhaps this is because I put more emphasis on crafts; also
the economic, social type of this area is more craft oriented. (Art)

What a mess D&T has been in since 16+ days. Pupils enjoy mostly the practical
aspect of work and this has been taken away.

The tendency of teachers to deny that craft knowledge has intrinsic value and

denigrate traditional crafts was very marked. There was only one comment to the

effect that 'craftsmanship’ is an important general educational virtue and the concept

of a skills-based curriculum for craft was very unpopular. The argument that

designing is equally or more useful than making was expressed very forcefully;
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There is no educational value in traditional craft activities i.e. cutting a dovetail
joint by hand, when pupils know there are inexpensive machines that will
accurately complete the task.

I do not want to see woodwork and metal work again. A good design and
realization course in wood metal, plastics and whatever else is necessary for the
design.

Awareness of technique is enough. There is not enough time to involve detailed
work with any one material or call on professional crafts people.

Additional reasons for including craft in the school curriculum implicit in the
comments of traditionalist teachers of design & technology tended to be practical (it
supplies knowledge of life and life-skills and improves fine motor skills) or
psychological (builds confidence). In addition to developing 'creativity' and
'expression’ in individuals, a few respondents in Art suggested it is valuable for

social or cultural reasons;

Crafts must be celebrated, encouraged and resourced. They are one of the few
antidotes we have to the instantaneous consumer society.

We learn a great deal from having students from places like Malaysia. Thailand,
Hong Kong and Africa ctc..... we believe strongly in keeping out students in
touch with crafts in their own cultures. Our department is built on the desire to
try new skills as well as ones already learned and, although it is a major exam
subject, it plays a large part in the recreational facilities. The art room is open as
much as possible and they find it very beneficial to learn a skill, either for later
life or as a relaxing alternative to their academic life.

Competing Ideologies of Craft
Several art teachers pointed out that the separate ideologies of Art and Design &

Technology are reflected in their physical location in schools;

Art is still a discreet area in this school and not linked physically to Design &
Technology, little dialogue or co-operation takes place.

As a department we are physically isolated from the Technology workshops so
are not able to make use of specialist workshops. Cross-curricula projects are
employed, but there is a different emphasis in Technology and Art project work.

That working together and keeping a separate identity is possible is clear

nevertheless, from the following remarks;

In this school, Design & Technology is a separate department and offers good
opportunities in wood, metal, plastics and textiles and complements our work in
ART.
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I think that Art and Design [& Technology] departments should work under one
umbrella whilst still keeping a separate identity but benefiting from each other's
knowledge and techniques.

One argument for closer liaison between the two subjects is the low status and public

image of craft. Indeed, fifteen respondents asserted that collaboration is essential for

its future survival whereas, for a minority of teachers this was already a reality, for

the majority it was an ideal;

We work closely with the Art department and utilize their skills and equipment
and vice versa. We also have good working relationships with Business Studies
and IT.

D&T and Artwork closely together - many cross curricula links - also shared
resources and facilities for clay work and textiles.

There is a dependence in this school on links with Art and Technology which are
good and which allows exploration and expansion in certain areas.

The boundaries between Art and Design should be Very integrated and this forms
the basis of most of our work.

More emphasis should be put on D&T and Art working together. The next
curriculum development must be to move art and D&T close together.

But the antagonism, noted by Steers, appears very deep rooted. The comments from

art teachers about perceived inequalities in curriculum delivery and resources made

this very clear;

The Authority have decided to build a new school and although they know the
current provision for the subject is totally inadequate in terms of space, staffing,
time tabling etc., the new school will have worse art facilities, including room
space for art of 3 meters per pupil whilst in D&T they will have 8 meters per
pupil.

Design and Technology has a lot to answer for. Art and design trained people are
still the best designers. Where are the skilled craft workers to come from?

Technology seems to de-skill students compared to the level or standard that
used to be achieved - design work with an art basis is always better than design
work in technology.

Most significantly for this inquiry, art teachers accused design and technology

teachers of selling out to a conceptual form of education that left them wholly

responsible for delivering practical knowledge, otherwise understood as craft;
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It is being left to art and design to provide practical crafts experiences more and
more because D&T is becoming more theoretical,

CDT was responsible for design and craft going into new technology
departments which are not necessarily visually oriented. While structure and
innovation can work together - the tight structure of the D&T curriculum can
result in craft exercises of the kind that is separated from design. Craft is better
taught in the art department with design and on into sixth form towards FE and
HE. Otherwise, craft and art are endangered species in the state sector. Funding
should be adjusted so we can deal with wood and metal and afford to do ceramics.

REFLECTION: MEANING AND VALUE OF CRAFT

That there is conceptual confusion about craft in Britain education is abundantly
clear. A confusion that is exacerbated by the insistence of policy makers on
distinguishing it from art and design in terms of materials. In the final part of this
paper, I want to draw on anthropological and sociological theory to speculate about
art and craft as components of a technical domain in culture that advanced
technological societies tend to play down. In particular, I shall draw on Gell's (1989)
theory of productive and magical forms of technology; together with Giddens' (1993)
analysis of late modern social institutions and Friedman's (1992) typology of
postmodern cultural strategies for survival. From this perspective, it could be argued,
the survey uncovered three distinctive yet interrelated forms of technical expertise
being transmitted in British secondary schools geared to different social processes of
production and consumption and indicative of the different cultural life-strategies of

the teachers concerned.

Making, Conceiving and Aesthetic Forms of Technical Education

In Design & Technology it uncovered making and conceiving forms of education in
productive technologies that are interdependent yet mutually antagonistic.? Whereas
both forms emphasize practical action in relation to everyday artifacts, materials,
processes and products, they reflect the productive technigue of the division of labor;
have different historical origins, and transmit different kinds of practical knowledge

and expertise.

The making form originated in instruction in trade crafts and house craft
introduced into early elementary schools as pre-vocational training for manual

and domestic workers (Eggleston, 1976). Later, education in woodwork,
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metalwork and handicraft was introduced into secondary education, again on
predominantly vocational grounds. (In its late modern manifestation, the making
tradition is oriented towards systems, materials and processes of production
typical of advanced technological societies including electronics and IT.) The
knowledge and skills it sets out to transmit are variously described as tacit
knowing, knowing how to make something and knowing how. Acquiring a
specific body of practical knowledge and skills is a slow, empirical process since
it has to be passed on from skilled person to novice and the method of instruction
is the apprenticeship mode I witnessed in Japan. A problem with this kind of
knowledge, given the extreme dynamism of modern industrial systems and social
organizations, is the speed with which it gets out of date. On the other hand,
teachers operating within this tradition in British schools have always
endeavored to develop not just narrow vocational specialisrhs but also socially
approved values such as honesty, integrity and respect for work (Eggleston,
1976). That the Education Reform Act reduced the time allocation for this form
of technical education is a source of extreme concern to traditionalist teachers of

design and technology who continue to maintain an interest in' craft',

The conceiving form of education in productive technologies is rooted in a
concept of design introduced into schools in the 1960s that developed at quite an
astonishing speed (APU, 1991). Design education aims and objectives seem to be
both general and vocational in intent. According to Baynes (1982) the primary
aim was to develop ‘design awareness in all pupils’ and the secondary aim was to
provide 'a seed bed for professional designers'. The knowledge and skills it sets
out to transmit have been variously described as a critical-conceptual or creative
way of thinking about shaping or controlling the environment and it affords
technical issues a secondary role (Baynes, 1982, Rutland, 1993, Smithers &
Robinson, 1992). The method of instruction is through 'design and realization'
projects that feature practical problem solving tasks in which the learners’
attention is focused on the form and function of things yet-to-be-created in
response to perceived social and human needs. Progressivists among design &
technology teachers argue that providing pupils with general insights into
cdntemporary technologies, expert systems and fields of action is more
appropriate than transmitting knowledge of specific processes of production and

consumption. Some criticisms of the design concept, however, are that it lacks a
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substantial knowledge base (Smithers and Robinson, 1992); is elitist (Baynes
(1982) and that learning is difficult to assess (DES, 1992).

In Art, the survey uncovered an 'aesthetic' form of technical education with which
'craft’ has increasingly become identified (Ashwin et al.,1988). Its nature and
function is difficult to unravel, possibly because of a false tendency in industrial and
post industrial societies to ascribe transcendent values to art (Gell, 1992, d'Azevedo,
1989). Aesthetics and transcendent belief systems aside, anthropologists like Gell
explain what pupils are doing in lessons in which they engage imaginatively,
expressively and creatively with art processes and materials, as ‘learning how to
exploit the virtuosity of technical systems so as to be able represent the real world in
enchanted form’.10 As is the case with productive technology, the practices
associated with ‘enchanted’, or ‘magical’ technology are becoming increasingly
more conceptual (Dormer 1994).11 Perhaps because the role of art and artists in
modern and postmodern societies is ambiguous (half demagogue and half technician),
this form of technical education has received considerably less attention than
productive ones in recent British education reforms. But anthropologists like Gell
believe that the evolutionary reason art persists is that it is social. Art mobilises, co-
ordinates and unifies members of social groups, thereby ensuring they work together

in a common cause.12

Traditionalists Versus Progressives

The research identified a tension between 'progressive' and 'traditionalist’ teachers of
productive technologies. In one sense this can be explained as a failure of policy
makers and teachers to resolve how to communicate the conceptual element of
design whilst, at the same time, retaining its technological foundations. In another, it
is a manifestation of an increasing concern in education, at all levels with 'academic
culture' as the dominant source of pupils' value systems and intentions. With
reference to conceiving and making traditions in architectural education, Willey
(1989) has remarked that the postmodern movement in design has resulted in a
massive shift in emphasis towards the visual appearance of products, environments
and artifacts, but has failed to provide any theoretical insights as to how that
appearance is to be derived. He is sympathetic to the view of traditionalist teachers

that making ought to predominate;
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Despite the attraction of offering both traditions to students and allowing them to
draw their own conclusions, the need to offer a clear and coherent course
suggests that one tradition should dominate. Perhaps because of the recent
history of Schools of Architecture, the making tradition demands the central role
for at least four reasons. First, the making of a building is necessary for it to
become a reality and to demonstrate its qualities. Second, careful making can
become a virtue that transcends simple realisation. Third, a building form can be
derived from a direct response to technological issues. Fourth, making is the

architect's particular skill. (p. 21)

Why is the dispute between the traditionalists and progressives so acrimonious?
Possibly because their different views about culturally relevant forms of knowledge
and expertise are indicative of rival choices of life strategy.13 Anthropologists have
been interested for some time in the idea of cultural strategies as a form of defense
against the alienation and loss of identity they associate with Western modernism in
decline (Douglas, 1996, Friedman, 1992). They argue that notions of self-identity
and lifestyle have taken on a new significance in a postmodern period characterized

by global restructuring, in which individuals everywhere are out to save themselves.

One reading of the progressivists, could be that they are holding fast to the
evolutionist-developmental concept of self, society and the world that Friedman
identifies as characteristically modern; in which case they are likely to classify the
traditionalists’ preference for established social institutions and technologies as
pathological or, underdeveloped. (Another is that they are postmodern-
consumptionists cynicaily distancing themiselves from all self-identification or,
narcissistically dependent on the commodity construction of identity and self.)
Traditionalist design and technology teachers who continue to orient themselves
towards patterns of knowledge and instruction that are modern, (even pre-modern),
are not necessarily 'old fashioned'. They could be reacting to the lack of identity
caused by the failure of the modern project, and deliberately choosing to adhere to
technologies, rules and values that are concrete and localized; irrespective of external

changes in social conditions, personal mobility and success.

Why is the tension between tradition and modernity less marked in art? Perhaps

because art is regarded as an idealized mode of technical production that is outside
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the prevailing commodity system of work and monetary exchange; and because
social alienation is nothing new for artists (Douglas, 1996). On the other hand, Gell
argues that the tendency of advanced technological cultures to regard art objects as
transcending the technical schemes of their creators and spectators and to afford
creativity, and the authentic value of whatever it is that art is supposed to represent
more status and value than technique, is a distorted view of its function. (He explains
this as a by-product of the quasi-religious and cult like status of art and the fact that
cults are subject to stringent requirements to conceal their real origins.) The esteem,
value and moral significance society affords art is derived from its technical
excellence, not the creativity or individual artists or, its so-called aesthetic merit,
according to Gell. Moreover, artworks are inherently social in the way that they
mediate between artists and spectators, creating a social relation that, in tumn,

provides a channel for further social relations and influences.

Reflecting on craft education this way leads me to conclude that distinctions such as
art, craft and design are unhelpful and that education in productive and magical
forms of technology are intertwined. More helpful has been the discovery of three
forms of technical education in British secondary schooling that afford craft
(understood as making) varying degrees of signifieance; and in only one of which it

is afforded a central role.14

Educational Benefits of Craft

A persistent theme in this inquiry has been a crisis of confidence in the meaning and
educational value of craft. Now that teachers' views on the matter have been
established, it may be helpful to reconsider Korzenik's utilitarian, aesthetic,
community building and pedagogical purposes for arts and crafts. In the utilitarian
tradition, she says they were understood as a form of manual labor that prepared
pupils to be employable; in the aesthetic tradition, they were viewed as morally and
personally uplifting for individual pupils, aside from any association with labor or art;
in the community making tradition, they were used instrumentally to integrate
peoples of diverse cultural backgrounds, languages and traditions; and in the
pedagogical tradition, they were used to build pupils' understanding of other subjects

in schools.

The original purpose for craft education in British secondary schools was utilitarian.

When the term 'craft' acquired the stigma of manual [abor, it became more closely
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associated with art (Markowitz, 1994). In a confused sort of way, the national
curriculum seems to be attempting to promote a rationale for craft in the subject of
Design and Technology that is both utilitarian and pedagogical. Korsenik's aesthetic
rationale is the one the art teachers participating in the survey aspired to; but what
they have patently failed to recognize is the social and community building potential

of art.

Unfortunately, I am unable to pursue the issue of the utilitarian and pedagogical
value of craft in Design & Technology any further without recourse to theories of
cognitive psychology and/or economic anthropology pertaining to commoditization,
culture and exchange. My arguments in favor of craft, at this particular point in time,
rely on knowledge and understanding of its social function derived from

anthropological theories of art.13

I end with an unashamedly partisan case for the evolutionary benefits of craft, resting
on a thesis about the pleasure and meaning of making put forward by Ellen
Dissanayake in 1995, Dissanayake is concerned about the psychological and spiritual
benefits which making things artfully by hand brought to pre-industrial societies and

believes that postmodern societies deny this at their cost.

She points to the pleasure infants and young children everywhere experience in
handling, using and making objects to support her argument that making is a
critically important human biological drive that has sustained humans for millennia.
Among the many social benefits ordinary, workmanlike repetitious craft actions can
bring to individuals and postmodern society Dissanayake cites (i) the irreducible
materiality, elementary sanity and satisfaction of handwork; (ii) pleasure at having
an effect on a world in which pretence and reality have become hard to distinguish;
(ii1) the contemplative state of mind associated with making that is important to
human mental processes and (iv) the discipline and carefulness making things

artfully requires.

In closing, perhaps I was wrong to assume that the art and design & technology
teachers in this research did not value the community building and social functions
of craft, given that their predominate rationale for its existence was that it gives
pupils a sense of self achievement and pride. After all, self-pride and a sense of

personal achievement are essential prerequisites for social integration. The
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burgeoning interest in amateur arts and crafts in British society at the present time
suggests that Dissanayake was right to claim that finding pleasure and meaning in
making things by hand will not go away. But her observation that young children
only continue to make as they grow up if they see adults’ doing it is salutary given
the marked tendency away from practical work in Art and Design & Technology. 1
am left wondering who will provide instruction in the many, varied and complex
technical systems anthropologists believe are essential to the survival of the human

species, given its evident decline in British schools?

NOTES

1. In writing this paper, I was influenced by Madeleine Grumet's idea of 'voice' as a metaphor
for feminist theory and pedagogy. In arguing a case for education researchers to 'stretch their
identities over multiple levels of consciousness and discourse', she refers to Gidden's tripartite modet
of the subject and Habermas' tripartite theory of communicative action. Accordingly, she proposes
situation, narrative and interpretation as a triad of voices that are essential for educational theory, each
of which becomes a location though which the other is heard and none of which are privileged. (Voice:
the search for a feminist rhetoric for educational studies in Cambridge Journal of Education, Vol. 20,
No. 3, 1990. pp.17 -282).

2. Hogbin (1992), mentioned four sorts of crafts workers earning a living in manually
controlled technologies. Johnson (1993) reported that artist-crafts workers were involved in country
crafts, crafts concerned with tradition, contemporary applied arts allied to style and fashion, interiors,
architecture and the theatre and 'expressive work' that ‘articulates ideas, deals in metaphor and
attempts to produce meaning using craft materials' {p. 43). Coichester (1995) mentioned an explosion
of interest in amateur crafts and Hill (1992) commented on a recent revival of vernacular crafts (such
as basket-weaving and blacksmithing). Frayling (1990) distinguished between elitist or avant-garde
traditions in contemporary craft and noted that craft in adult education is offered under diverse
categories (art, construction crafts, women's studies, sport, cookery, technical crafts, home crafls,
creative activities etc). Conspicuously absent from his discussion is any mention of the trade-crafts
associated with architecture (e.g. building, carpentry and thatching). For discussion of hierarchies of
crafts, see Attfield and Kirkam's bbok A View from the Interior: Feminism, Women and Design
(London: The Women's Press, 1989).

3. According to Korsenik, the community making objective for art emerged in the nineteenth
century because of the diversity of populations migrating to the United States. Jane Addams and Ellen
Gates Starr, in Chicago, realized how art and crafts of different cultures could weave a community of
dissimilar people, interrelate people who lacked a common language or common holiday rituals and
life cycle traditions. People taught each other the practices of their own countries by exhibiting the
precious crafts they carried with them: weaving, embroidery, ceramics. (in Thistlewood [Ed.] Histories
of Art and Design Education, London: Longman, p. 39). In 1995, Eldon Katter argued, once again, that
crafts programs in American schools have potential for multicultural corriculum reform (see his

'Multicultural Connections: Craft Community', Art Education, Vol. 48, No.1, pp. 8-13.)
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4. The Education Reform Act defined attainment targets (ATs) as 'the knowledge, skills and
understanding which pupils of different abilities and maturities are expected to have by the end of
each key stage' (p. 23). The term key stages refers to 'the four periods into which the years of
compulsory schooling are divided for the purposes of teaching and assessing the national curriculum'.
Programmes of study are 'the matters, skills and processes which must be taught to pupils to enable
attainment targets in the various subjects to be met'. (Emerson, C. & Goddard, 1. 4/ About the
National Curriculum, London: Heinemann, 1989, p. 128.)

5. At Key Stage 3, for example, pupils in Technology were expected to use 'design briefs to
guide their thinking' and 'generate design proposals in order to communicate and develop their design
ideas'. They were required to ‘make products’ using 'resistant and compliant materials and/or food and
work with 'control systems', such as electronic, mechanical, pneumatic structures. In Art, on the other
hand, teachers were directed to introduce pupils 'to the work of artists, craftspersons and designers'
(drawing, painting, printmaking, photography, sculpture, photography, graphic design, and
architecture); and pupils were expected to 'learn about visual and tactile elements'. Additionally, they

were expected to 'develop ideas from direct experience and imagination’, and 'realize intentions in a

range of media' (Department of Education and Science [1990] Techrology in the National
Curriculum, London: HMSO) _

6. The Crafts Council was founded in 1977 for the purposes of promoting craft, as distinct
from aris and design. In 1994/5, the Council's funding for research into craft education was focused
on inquiry into benefits of 'learning through making' in a project called "Why Teach Crafis'.

7. Agreement was reached on an operational definition of 'craft activity' quite early on; and
that the craft materials targeted would be ceramics, metal, textiles and wood (because they were most
commonly in use in schools). Categories of craft I was keen to include, such as 'traditional crafts',
‘domestic crafts' and 'country crafts' were resisted strongly. The categories finally agreed were
contemporary crafts, crafts of other times, ethnic crafts (Britain), ethnic crafts {global), trade-crafts,
women's crafts and rural crafts. They were a compromise in terms of the expressed interests of the
Crafts Council and the research team and the neced to categorize crafts using terminology and/or
professional jargon with which practicing teachers were familiar.

8. Possible reasons included in the checklist were: builds self confidence; gives a sense of
pride and achievement; develops understanding of the made world; gives first hand knowledge of
tools and materials; develops imaginative and expressive skills; develops understanding of the
historical, technological and cultural inheritance; helps to determine future career choices; provides
for leisure pursuits; fosters pedagogiéal visual and or problem solving skills for adult life (i) in the
home and (ii) the workplace.

9. Willey (1989) distinguishes the two traditions in architecture education, as follows: In the
making tradition, a building's technological means, its materials, erection and performance are the
focus of attention, while in the conceiving tradition, the focus is almost exclusively on the building's
form. The conceiving tradition also sometimes adds an additional tenet - namely that aesthetic ideas
are paramount. (pp. 15-16)

10. The problem with aesthetic theory is that it ascribes transcendent value to art in much the

same way as to religion. The power of an art object, has nothing to do with its transcendent value or
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the creativity of the artist according to Gell. It comes from the technical processes that give rise to it
and the fact that it was created by another person. In this connection, he refers to the attitude of the
spectator to a work of art as fundamentally conditioned by the notion of the technical processes that
give rise to it and the fact that it was created by another person. He explains the moral significance art
is afforded as arising from a mismatch between the spectator's internal awareness of his/her own
power as an agent and the conception he/she forms of the powers possessed by the artist. In
reconstructing the processes that brought the work into existence, he/she is obliged to posit a creative
agency that transcends his/her own and, 'hovering in the background, is the power of the collectivity
on whose behalf the artist exercised his technical mastery’ (Ibid., pp. 51-2). -

11. Dormer, (1994), has written extensively about a flight from practical knowledge in
contemporary fine art that he links to a post second world war urgency for individuality and self
expression. In his view, the automatic rejection of skills for skills' sake, that typifies the modernist
conception of art, is a "twentieth century shibboleth that ought not to be accepted  (p. 39).

12. The reason the art system persists, according to Gell, is that it contributes to securing the
acquiescence of individuals in the network of social relations and intentionalities in which they are
enmeshed. As a technical system, art is oriented towards the production of the social consequences
which ensue from the production of these objects. (Ibid., p. 43.)

13. In the decline of modernist identity, which he explains as a 'progressive-evolutionist
development of self and society and the world', Friedman posits the following three post-modern life
strategies: (i) a cynical distancing from all identification, but an acute awareness of the lack of
identity; (ii) a narcissistic dependency on the presentation of self via the commodity construction of
identity; and (iii) traditionalist, religious or ethnic solutions to the lack of identity. In the latter, the
individual feels the acufe need to engage themselves in a larger project in which identity is concrete
and fixed. (see 'Narcissism, roots and postmodernity: the constitution of self hood in the global crisis,
in Lash, 5. and Friedman, J. (Eds.) Modernity and ldentity, Blackwell: London, 1992, pp. 331-367).

14. Houghton defines the technology of craft as 'the application of human skills and
knowledge and simple machinery to practical tasks' (in Cross, A and McCormack, B. (Eds.)
Techuology and Schools, 1989 pp. 2-977)

15. As Sally Markowitz (1994) points out, we have become quite used to phrases like
'arts and crafts' in everyday life and assume that the arts and crafts are, at one and the same time,
similar and different. Getting clear about this is another matter, however. (The distinction between art
and craft, Journal of Aesthetic Education, Vol. 28, No. 1, pp. 55 -70). In a very real sense, 'getting

clearer about craft’ is what this chapter is all about.
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