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REDEFINING CRAFT
Redefining craft for the 21st Century.

While craft can be presumably easily identified, today the
hybridization of the hand-made art object makes it harder to
distinguish, as the borders between art craft and design are
becoming increasingly blurry.

My purpose in this presentation is to expand the concept of craft
beyond the functional object, a concept of craft that many of us
are most comfortable with. This presentation could just as easily
be referred to as deconstructing craft for the 21st century as my
notion of redefining relies heavily upon deconstructionist
philosophy and post-structuralist ideals that have evolved from the
neoMarxist social theory research and philosophy of the Frankfurt
School from 1923 to 1950, otherwise known as the Institute of
Social Research of the University of Frankfurt. This is where
critical theory as we know it originated.

Within this presentation, due to the limitations of time, I will
intentionally be glazing over a thorough historical view of craft
within the 20th century. It is important to distinguish here that
I am not a craft historian, but rather a craft futurist.

This presentation is intended to raise guestions concerning the
present state of affairs within craft, and challenge the relevance
of many of the ideas that we as crafts professionals subconsciously
embrace and perpetuate. Because the various fields of craft are

inherently social, I believe that the social norms, our need for
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professional validation, combined with the tepid expectations and
the general lack of knowledge among many craft consumers, all
combined are what are unwittingly holding craft back in its
efforts to receive further legitimization as a professional field
of practice.

This presentation includes a number of primarily post-modernist
theories, ideas and insights that are directly related to the
trends that I believe are most relevant to the future of craft. As
a result of this presentation, I am interested in developing a
dialogue that helps us discover, recognize and understand the
underlying and unspoken assumptions, ideas and frameworks that form
the basis of our thoughts and beliefs about craft in the 21st

century.
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What I Am Going To Discuss Today

In keeping with the topical orientation of the craft organization
development association's 2006 conference in Portland, Oregon, I'm
going to focus on three areas of concern under the larger topic of
creating value and provoking change. Within these areas of
concern, I'm not going to be able to go too deeply into any of
them, but rather I want to provide a broad overview of a few ideas
that I believe are relevant to the domain of craft in the early
21st century. The ideas that I'm going to present today are not
solely my own, but rather the synthesis of many ideas that I
believe are relevant to craft. In my view, the ability to analyze
an idea that exists across a disciplinary boundary, recontextualize
it, and then use it to our advantage to further the goals of craft
is of tantamount relevance in the 21st century. For me this is
what 21st century progress is all about.

Further, as pluralism has taken away the notion of any singular
authority, what we have today is an abundance of communities all
working simultaneously which are interconnected through a
technologically enhanced communication infrastructure that is
capable of removing the disciplinary and geographic borders that
divide us. It is interesting to note that I served as a keynote
speaker for the craft organization development association's annual
conference and put together this lecture, mainly because of the

message that I've independently distributed through the Internet
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using my blog site at redefiningcraft.com. Over the past three
years I've directed a great deal of my own energy into
intentionally and consciously developing an on line identity that
coincides with who I want to be in the real world.

So take a look at the slide. Here is what I'm going to talk about
today: I'm going to talk about critical theory within craft, craft
as identity, and seeking and finding validation as an object maker.
Now, within this presentation I want to warn you ahead of time,
many have said that it is very dense. So I'm going to kind of
glaze over many deep, philosophical ideas. There's a lot of them.
So I encourage you to bear with me. And when you make it to the
end of thisg, it will all sort of be tied together under one
umbrella and you'll begin to understand it.

My main goal here is to raise more questions than attempt to
provide answers. So what I'm hoping to do within this
presentation, and as a result of it, is develop a dialogue that
helps us honestly and consciously frame our reactions to the social
pressures that either we have created for ourselves or others that
placed upon us. So with that in mind, let's move on to the next

slide.
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Craft: What Is It?

Let's talk for a minute about craft, and what it is. Asking the
guestion what is it? Well, it can be a noun describing an object;
it can be a verb, an activity; an adjective that describes the
quality of an object. The arts and crafts period was a historical
period in time. The crafts can be a field of practice. It is a
material technique or process. It refers to a class of kitsch
objects, and in the case of what you're going to see later on in
this presentation, it can refer to a class of nostalgically ironic
objects, as in the case of what I'm calling DIY, or do-it-yourself
craft.

So think for a moment about your own interpretations of craft and
what you view them as being. And also think about the
interpretations of craft perhaps to someone who is not affiliated
in some way professionally with the field of craft: Your parents,
your grandparents, your next door neighbor, your colleagues within
art history, your colleagues in science. We all define the term
differently, and that's part of the complication. I have referred
to the term craft as a vernacular misnomer, and part of my job, I
believe, at redefiningcraft.com is untangling the messy web of
vernacular misnomer. That's what I like to say. In any case, it's
a complex term. It has many meanings, and hence the very beginning

of our problems.
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A Few Historical Problems

In addition to those challenges, here are a few historical problems
that are generally associated with the term craft. Firstly, the
scope of western art history is limited. It does not comprise the
entire scope of history that craft uses as its reference. However,
throughout the majority of the 20th century craft was treated as if
this was the case.

Secondly, generally speaking, American culture tends to value
mathematical, logistical intelligence over bodily kinesthetic
intelligence, unless you were talking about something like sports.
But that's an entirely different sociocultural issue all together.
Thirdly, working with one's hands is not considered a socially
influential role. As generally speaking, the under educated work
with their hands, while the highly educated intellectual -- they're
the ones that make the decisions and hence the big bucks.

Lastly, here's craft's age-old problem: It's all about the
materials and how we love the materials. It's about the way that
ceramic cup feels in our hands. It's about the way that the glass
shines in the light. It's about the way the textiles feel against
our skin. It's about the way the wood of the chair connects us to
nature. It's about letting the materials and technique drive the
idea rather than using the most appropriate materials and methods
to convey an idea. And that in itself creates a problem for us.

In any case, all of these are piss toe mow logical problems.
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Epistemology is associated with the origin, nature and scope of
knowledge. And essentially within these epistemological problems,
in the past we've been asking other communities to validate what is
important to us. However, these are our problems to solve. Why
should anyone else care about our problems? These other
communities -- for instance, the multiple communities of art, they
have their own larger issues to deal with. So we can't expect them

to care about us.



Dennis Stevens
CODA Keynote- June 2006
www.RedefiningCraft.com Creative Commons. Some Rights Reserved.

Greenberg & Craft's Bad Rap

In this slide, I'm going to talk a little bit about Clement
Greenberg and craft's bad rap. Now, while Clement Greenberg is not
directly responsible for establishing the hierarchical distinctions
between art and craft, his influence has certainly helped establish
and perpetuate the perceptions about how art should operate within
American culture. The common misconception is that high art should
remain distinct from a common person's experience, and that only
people who are sophisticated, educated and in the know are able to
appreciate it. Many of these ideas run gquite contrary to the role
that craft has aspired to fulfill relative to the socialistic ideal
of making art accessible to all people.

This is a notion that can be traced through the writings of William
Morris, through the arts and crafts movement, and into texts such
as Soetsu Yanagi's text, The Unknown Craftsman.

Now, within the slide it's worth notes that I've done something
intentionally postmodern. That is I've taken an idea that was once
held in highest steam, ie, the ideals of Clement Greenberg and
through the use of visual language in the placement of a quite
kitschy image I've attempted to usurp his authority through my own
visual form of Clem bashing. The concept of knocking icons from
their pedestals is something that postmodernism consistently
strives to do. However, these same goals are why craft and

postmodernism occasionally have a hard time co-mingling. This is
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because craft likes to put things on pedestals and admire them
while post modernism strives to take them off and do something

sacrilegious to them.
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Modernism vs. Postmodernism

Let's talk about the difference between modernism and
postmodernism. Modernist epistemology suggests that there is a
single best answer; whereas postmodern epistemology suggests that
meaning is constructed with language. Therefore, there's no such
thing as universal truth, as knowing is subjective. Therefore, in
the right hands and with the correct framing, postmodernism has a
potential to be craft-friendly.

However, on many levels craft continues to operate in a modernist
approach to object making. For this reason alone, many people who
are familiar with the distinction between modernism and
postmodernism have a difficulty recognizing crafts objects as art
because the modalities such as purity, universality of form, and
honesty of the materials are viewed as outdated thinking.

In addition, there are also a number of people in positions of
academic authority who remain unwittingly hung up on Greenbergian
notions of purity, material contextual hierarchy, and the lesser
role of the decorative, which despite the datedness of the
thinking, they're not going to be convinced otherwise. Essentially
these folks have cut their teeth on the tenets of modernism. And
while they profess to the knowledge of postmodernism, they can't
seem to shake sort of the origins of how their ideas were built.
What is happening here is art is a complex topic. It can be

defined in many ways. So in the end we say to each their own.
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A Simplified Visual Definition of the Distinction Between Art and
Craft

Here I'd like to give you a simplified visual definition of the
distinction between art and craft. I'm going to focus mainly on
art here as my example. Art is in a constant quest for the new,
which causes it to attempt to distance itself from its own history.
While conversely, craft maintains its ties to history through
materials and process. So I offer you these two iPods as an
example of how art operates with a short narrative.

In the real world, these iPods represent fine examples of good
design. But imagine for a minute that they represent works of art.
I personally own an iPod Mini, like the one shown on the left. I
love my iPod Mini. But a few months ago I bought my wife an iPod
Nano. Once I held that new iPod Nano in my hand, I coveted it.
That new iPod Nano changed the way I felt about the Mini that I had
previously owned. So before I knew the Nano existed, the Mini was
perfectly satisfactory.

Similarly, this is what good art does. Great works of art strive
to make previous works of art obsolete. And at the very least,
they change the way in which we relate to the previously produced
work of art.

Craft, on the other hand, is a continuum. It does not strive to
make other works of craft obsolete, but rather it builds upon the

tradition and continues forward, herein lies another difference.
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Old & New Models For Craft

Here I'm presenting an old and a new visual model for craft. These
two diagrams represent the old and the new models for art a, craft
and design. Essentially, the diagram on the left represents their
relationship for a large part of the 20th century, whereas the
diagram on the right represents a model for our current epoch.

In the model on the right, the overlaps in the diagram represent
areas of hybridization. Here you see the overlaps in the diagram
on the right, there are new areas of hybridization and new emerging
contexts, such as art craft, design craft, and craft art. These
emerging contexts create hybrid objects.

Real quickly I just want to give you the definition of
hybridization, and we'll talk a little bit more about it.
Hybridization is the fusion of two or more components to create a
new object which is in an entity that is related to but different

from its historical origins.
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Hybridization

In this slide I'd like to talk a little bit more about
hybridization. In this example the tangelo is a citrus fruit that
is a hybrid of a Mandarin orange and a type of grapefruit. The
term homologous is used to describe items with the same
evolutionary origin that are different in form and/or function.
Likewise, the history of art craft and design are different in form
and function. However, they do share similar evolutionary origins.

If we were to evaluate Mandarin oranges, grapefruits and tangelos

in an effort to say which one is better, could we say explicitly
that oranges are better, more valid, or more enjoyable than
grapefruits or tangelos just because people have historically paid
more for Mandarin oranges than grapefruits or tangelos? Of course
not.

Whether a person likes or dislikes oranges, grapefruits or tangelos
is entirely subjective and is based on personal taste. Further,
you can like grapefruits and tangelos and still enjoy an orange now
and then. There are no negative consequences associated with
liking and appreciating all three equally. Or for that matter,
could you really not like oranges or grapefruits and particularly
like a tangelo. It's all a matter of taste. Hence, my point:
Taxonomies or systems of classification are human constructions,

and they are often tied to our interests.
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Communities of Practice

Here is where we become a little more interdisciplinary. Now,
communities of practice are self organizing social systems in which
members of a community are informally bound by what they do and

what they have to learn from each other through their mutual

engagement in these activities. Community of practice defines
itself along three dimensions. It is a joint enterprise that is
understood and continually renegotiated by its members. It

functions through mutual engagement in an activity that binds the
members together as a social entity. And it produces a shared
repertoire of communal resources, routine sensibilities, artifacts,
vocabularies and styles that the members have developed over time.
Question is, does this sound familiar? Of course it does.

This research was developed in 1991 approximately by researchers by
the name of Jean Lave and Etienne Wenger at the University of
California Berkeley. This text here that I've referenced, Wenger,
McDermott and Snyder, cultivating communities of practice, is a
more recent text that talks about this cultural -- sociocultural
phenomenon.

Now, as our identity is constructed by the nature of participation
and community, we organize ourselves within craft into communities
of practice. Communities of practice develop around things that
matter to people. As a result, their practices reflect the

members' own understanding about what is important. Craft

15
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disciplines, as a community of practice, are sociocultural
phenomenon. A community of practice is distinct from a community
of interest for a geographical community because neither of these
implied shared practice. Now, I mention this because craft isn't
really a community of practice in that the entire community of
craft is a joint enterprise. Well, it's the sub domains of craft
that are really the communities of practice, whereas craft as a
whole is a community of interest.

Likewise, when I talk about -- in a few minutes -- the term DIY
craft and what that means, that really defines a community of
interest, whereas the sub domains are the communities of practice.
Let's talk about these two distinct, yet interrelated communities

of interest with sub domains that are communities of practice.
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American Craft

Let's talk about a term that most everyone is familiar with:
American craft. This is a definition that I've drafted. It's
still sort of in progress. But this is sort of the stage that it's
in now. I'm pretty comfortable with it as it stands. This term
refers to the products of artistic production or creation that
require a high degree of tacit knowledge, are highly technical,
require specialized equipment and/or facilities to produce, involve
manual labor a "blue collar" work ethic, are accessible to the
general public and are constructed from materials with histories
that exceed the boundaries of western art history, such as
ceramics, glass, textiles, metal and wood. These products are
produced within a specific community of practice. And while they
differ from the products produced within the communities of art and
design, the boundaries of such often overlap, resulting in hybrid
objects, as we talked about earlier.

Additionally, as the interpretation and validation of art is
frequently a matter of context, an audience may perceive crafted
objects as art objects when these objects are viewed within an art
context, such as in a museum or in a position of prominence in

one's home.
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DIY Craft

Here I would like to talk a little bit about an emerging cultural
phenomenon that many people are still not familiar with. You may
be familiar with it. And if you are, you're likely ahead of the
curve in some regard. This term refers to a form of domestic
creativity that emerges from a DIY -- this is a do-it-yourself
ethos that seeks to confront mass market consumerism and the
homogenization of culture as a result of the aggressive expansion
of big box retailers.

This creative handiwork is often nostalgically ironic -- I say
nostalgically ironic because in many cases I feel that it has its
antecedents in the '70s craft movement, but it's being represented
in a nostalgic way, but at the same time it strives to be ironic.
I mention this again. Concerned with style, irony, and
occasionally contains a touch of kitsch. It also contains wit and
humor and is about being in the know. But also without question it
is about choice. This work does not seek validation within a
traditional art methodology, but rather is motivated by a desire
for creative and economic freedom.

These products of the human hand are often produced through
predominantly social activities that are related to community
activism and third wave feminism with a lineage that can be traced
back to the 1980s and the punk movement, zeen activity, and to the

early 1990s with the riot girl movement.

18
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In essence, DIY craft demonstrates a because-we-can-damn-it form of
domestic creativity that often makes a second wave feminist cringe.
And this distinction between third wave and second wave feminist is
one in which -- the second wave feminists are sort of the Gloria
Steinem type of feminist who emerged in the '70s and turned their
back on domestic creativity because it subjugated the women to the
home.

Third wave feminists have picked up on that and have decided
through their liberated role as a result of the hard work that the
second wave feminists have done, it is okay to be domestically
creative. So there is some guestioning of motives when the second
wave feminists look at the third wave feminists. Sometimes they
don't always stand each other. This is an arguable point, whether
they do or not. 1In any case...

Because they have a choice to make whatever they want, many Gen X
and Generation Y women and men are choosing to create using
traditional domestic processes such as knitting, quilting, weaving,

sewing and decoupage.
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The Quandary of Outsiders

Let's talk a little bit about outsiders. Craft practitioners
become aware of the complexity of knowledge associated with a
specific field of practice through a process of indoctrination that
may include formal education, apprenticeship, and specific forms of
social activities such as conferences, dinner parties, gallery
openings, et cetera, that serve to help them become familiar with
the social order and associated bodies of knowledge within their
respected fields. The complexity associated with the acquisition
of knowledge and the manner in which this knowledge is synthesized
may not be entirely clear or immediately recognizable to the
outsider. For this reason, it is easy for people from the outside
the field to criticize or discount field of craft as being less
sophisticated than their own field of interest. The fact of the
matter is we like to naturally band together with people with
similar interests. This is what communities of practices is about.
This is what clanning as defined by the futurist in the United
States Faith Popcorn is about. We like to feel good about what
we're doing. And we like to criticize and laugh at others because
it makes us feel better. This is all human nature.

Now, the terms emic and etic are terms that are used by some of the
social sciences and behavioral sciences to refer to two different
kinds of data concerning human behavior. Emic describes an

insider's view of a culture, whereas the term etic describes a view
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which is relative to an outside observer. I believe that 20th
century art history was built primarily on an etical perspective.
Therefore, we need more theory, philosophy and criticism generated
from an indoctrinated or emic perspective relative to putting craft
into a context within art history.

However, there's a large problem at work here in that most craft
practitioners are primarily concerned about earning a living and
making their work. Many of these craft practitioners are
singularly focused on the fact. ©Now, the market certainly has the
tendency to undo any questions about theory, philosophy and
criticism. But further into this the folks that have somewhat of a
vested interest in theory, philosophy and criticism -- those that
have chosen to pursue the MFA degree are motivated primarily
towards making a living to support their making of their art work.
Their primary motivation being making their own art work. And
secondly, they're motivated towards teaching, mainly in an effort
to earn a living. And thirdly, they may have a passing interest in
writing or exploring theory, philosophy, pedagogy or criticism.
However, if someone as a crafts professional does possess a passion
for developing critical a theory, the MFA, which is a terminal
degree, does not necessarily prepare them for such an endeavor.
Therefore, within the U.S. the field -- the realms of theory,
philosophy, pedagogy and practice are largely neglected. Or
they're left to folks like the art historians or the cultural

studies people, or the American studies people who all hold
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research-based Ph.D. degrees. However, those folks are outsiders.
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So again we're stuck with an etical perspective of craft theory.
Now, in the UK and throughout Europe they have what's called
practice-based research. A Ph.D. in art design in which people are
indoctrinated into producing theory-based research relative to
their field of interest within art craft and design. What this
produces is a higher level of theory, philosophy, pedagogy and
criticism. In the United States, naturally this has been
neglected. Now, for this to be brought forward in any kind of
reasonable way, i1t would require organizations such as College Art
Association and the National Schools of Art and Design, NASAD, to
put forth some criteria for its development. However, from my
perspective, that seems highly unlikely for two reasons; one of
which the CAA is primarily dominated by art historians who hold
terminal Ph.D. degrees, and art practitioners who hold MFA terminal
degrees. Now, if you have the art historian Ph.D. coming forward
and saying the MFA person needs to get a terminal degree, naturally
there's going to be a high level of opposition.

Within that also, the MFA practitioner is certainly not going to
come forward and say look, the degree that I hold is no longer
relevant, I suggest that we all go get Ph.Ds. Of course that's not
going to happen. And similarly, within NASAD, the organization of
the National Schools of Art and Design is largely dominated by
folks who hold the MFA as a terminal degree. And largely their
efforts are motivated towards supporting those people and ensuring

that they are treated well as faculty within U.S. educational
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institutions, and ensuring that they are treated as well as their
colleagues with Ph.D. terminal degrees.

So in any case, the lack of practice-based research leaves the
epistemology of practice for academic craft largely undeveloped in
terms of developing any new critical theory. To help solve this
problem I would like to suggest a few aspects of critical theory
that may help clarify crafts relationship relative to the various
communities within art and design practice. That's what we're

going to look at in these next few slides.
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Marxist/Materialist Art History

The core ideals of Marxist and materialist art history inspire one
to question how the conditions of social and economic power shape
the practice of art craft and design. It also calls into question
the idealologies of art craft and design, and asks how these
idealologies were established, and questions how they were
maintained. Marxist and materialist art history also questions the
need for artistic validation within a system that enslaves the
maker to a set of specific sociocultural and economic expectations.
The market and social status drives the divisions between art,
craft and design. Certain types of knowledge have more value than
other forms of knowledge in our culture. And the name change issue
involving the Museum of Arts and Design, and the California College
of the Arts under a Marxist and materialist art history point of
view i1s related more to money and social status than to any desire
to clarify a role, mission or purpose.

In my view, these two organizations still remain largely confused
about their organizational identity. In any case, these are
sociological problems that we are not likely to overcome.

But being aware of them and realistic with regard to these issues is
the first step.

Karl Marx postulated that the economic organization of a society,
its substructure determines its superstructure, which contains the
dominant ideas of that society. So in a capitalist society we have

capitalist art, capitalist education, capitalist philosophy, et
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Hermeneutics

Here is a good two cent art historical and critical theory word:
Hermeneutics. Hermeneutics focuses on the theory and practice of
interpretation. The study of hermeneutics within the context of
art history suggests that the process of interpretation does not
proceed in a linear manner with a beginning and an end. Rather, it
is governed by what Martin Heidegger and Hans-George Gadamer have
called a hermeneutic circle, which is to say that the
interpretation of cultural artifacts is circular, gradually
building upon itself as human history unfolds.

What this means to craft is just because the objects relative to
the field of craft have been interpreted in a certain way within
the 20th century, it does not mean that they are going to be
interpreted in the same context within the 21st century. Further,
what I think this means is that if at any moment we make a
cognizant decision as a field of practice that we do not like the
way things have been going, that we can alter our future through
some very conscious decisions about how we operate. Now,
collectively given the field to do that is a whole other matter.

However, being aware of how we're acting and how we're seeking

validation, and what our identity is, and how we perceive
ourselves, and all these things just pulling basically the cover
from our eyes to begin to examine ourselves, I believe, is the
first step in uncovering a new future for craft. Let's talk that

little bit about that.
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Craft Identity
Here I have a few things for you to think about. First, I think we

can generally agree that potters tend to look and behave
differently than glass blowers. I can personally confirm that I've
been to both the NSECA and the GAS conferences, and the glass
blowers throw the better party. The point here is that each
community of practice has a set of values they support, and glass
blowers tend to support hip-ness as a virtue, while potters have a
certain earthiness that they hold dear.

Communities of practice of craft tend to support an individual's
identity as long as that identity coincides with the norm of the
peer group. However, participation in a craft community can also
limit the freedom of the participant to challenge the ideals of the
community because their identity and subsequently their wvalidation
is partially a dependent upon the support and acceptance of the
community. This leads to a very little variance among the status
quo. Historically, only a small number of artists have been be
able to completely turn their back on the larger community and
still maintain strong careers. And a few -- the very few that have
been able to do this successfully have done so largely through the
strength of their careers as sculptors within mainstream art.

Let me just talk for a minute about this slide because I've listed
a few guestions here that I think are worth asking. Namely, who do

we think we are? Who are we really? Is our identity our
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motivator? And is who we think we are in conflict with what we
think we know? Now, because these are largely existential
questions, I've included an image here of what some of you may
recognize as Jude Law. It's taken from the movie "I Heart
Huckabeeg" in which Jude Law plays a character named Brad Stand.
And he's holding a cut out of the American pop country sensation
Shania Twain. In this movie, a number of the characters are
assisted by existential detectives in sort of uncovering the
meaning of their lives and who they are. And Brad Stand's
character and a few other characters go around in this movie asking
the question how am I not myself? How am I not myself? How am I
not myself? In any case, these are the types of existential

questions that I think the field of craft really needs.
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The Social Construction of Knowledge

The social construction of knowledge. Within social
constructionist thought, social construction is an idea which may
appear to be natural and obvious to those who accept it. But in
reality it is an invention or artifact of a particular cultural
society. The implication here is that social constructs are in
some sense human choices rather than laws resulting from divine
will or nature. The point here is that our identities as crafts
people or craft aficionados or craft professionals as well as the
divisions and taxonomies that were developed within the context of
20th century art history relative to the fields of art, craft and
design are all social constructions. If we do not like who we are,
we simply have to change the nature of the social constructions of

our identity to better match our visions of ourselves.
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Material Culture

So the field of material culture. Material culture records the
human intrusion into the environment. It is a way we imagine a
distinction between nature and culture, and then rebuild nature to
our own desire by shaping, and reshaping and arranging things in
our life times. This is a quote from Henry Glassie, professor of
folklore at Indiana University. Material culture recognizes that
meaning is the sum of relations between objects and people; that
artifacts both past and present have cultural meaning ascribed to
them; and all objects exist within a context. For these reasons I
believe material culture is a much more suitable paradigm of
reference for craft object makers and their products largely
because the field of practice is capable of recognizing a much
larger framework of historical reference that encompasses craft.
Because as I've mentioned before, western art history certainly has

its limits.
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Bloom's (1956) Learning Domains

Okay. I'd like to shift gears again. I've included the next three
slides with the intent of asking the question regarding the nature
of knowledge within craft. During the 1950s, Benjamin Bloom led a
team of educational psychologists in the analysis of academic
learning behaviors. This research resulted in what is known today
in the field of education as Bloom's taxonomy. This hierarchy of
learning behaviors identifies three distinct yet interrelated
domains of learning: The cognitive, the affective and the
psychomotor. In this slide we're going to talk about the cognitive
learning domain, which is defined as a person's intellectual
abilities.

The associated cognitive learning behaviors are skills such as
comprehension, comprehending information, organizing ideas, and
evaluating information and actions. In this diagram they are
defined hierarchically. Traditional an education tends to
emphasize the skills in this domain, particularly the lower order
objective such as recall and comprehension, as you see outlined
here in remember and understand. Whereas as you move up the
diagram, you get into sort of the synthesis of knowledge, and the

ability to think through a particular topic.
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Bloom's (1956) Affective Domain

This next slide talks about the affective domain according to
Bloom. This domain describes the manner in which we deal with
things emotionally, such as feelings, values, appreciation,
enthusiasms, motivations and attitudes. What I've done here is
I've not only given you Bloom's affective domain, but I've also
reorganized or reconstructed this definition relative to the field
of craft. So essentially I'm putting forth a model that may be
useful to everyone. And at the same time I'm presenting you with
Bloom's model. So at its core it remains Bloom's model, but its
orientation is towards craft.

This is hierarchical movement from top to bottom, from lower order
to higher order. Receiving: A willingness to receive the tacit or

visual stimuli from an object. Responding: Interacting with the

object, observing its tacit or visual features (i.e., surface
quality, nature of its construction, the form, et cetera.).
Valuing: Seeing the value in the object, accepting it as a wvalid
and valuable outcome of human creativity. Organization:
Synthesizing a complex set of values and developing a consistent
value system that is inclusive of craft within its relationship to
art design. Characterization by a value: Internalization of a
value for a craft within an individual's hierarchy of wvalues,

relative to other outcomes or objects of material culture.
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So the term affective is defined as a domain of learning which
involves feelings, attitudes and values. Naturally, this domain is

not easily measured because ultimately it's subjective.
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Dave's Psychomotor Domain

In this slide I've included a bit of academic research which is
derivative of Bloom's domains. This research specifically
addresses the psychomotor domain, and suggests that there's a
hierarchy to the development of psychomotor skill. Let's take a
look.

This moves from top to bottom, moving from top to bottom up in the
hierarchy. So the bottom being the higher order of skills. So
imitation: Observing and patterning behavior after someone else;
performance may be of low quality. Manipulation: Being able to
perform certain actions by following instructions and practicing.
Precision: Refining, becoming more exact; few errors are are
apparent. Articulation: Coordinating a series of actions,
achieving harmony and internal consistency. Naturalization:
Having a high level performance, becoming natural without needing
to think about it. And I think this idea of naturalization also
corresponds to the idea of flow, or the transcendent moment.

But my point here in presenting this theory is I would like to ask
this question: That is, does craft merely address the psychomotor
domain? Because 1if it is merely reliant upon this specific domain
of knowledge, then it's very difficult for us to ask the products
of production from craft to be justified as art. The assumption
here is that art should engage all domains of knowledge: The

psychomotor, the affective and the cognitive.
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Validation

Next I'd like to talk for just a moment about validation. Now, the
term validation implies checking something against an established
criteria. So what is the criteria for craft? Well, like I said in
the previous slide, hopefully it isn't just how technically
virtuous an object isg, or the technical virtuosity exhibited in
creating an object of craft, as has been suggested in Dave's

Criteria for the Psychomotor Domain.
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Validation (cont.)

Let's look at three potential sources for validation. I call these
the three M's: Media, museums and the market. All of these
sources of validation rarely reward originality. Rather, they
support the status quo. So what do object makers do when

confronted with the need for validation?
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Validation (cont.)

He or she meets the expectations of the source of validation in an
effort to receive confirmation that their work was worthwhile.
Thusly, the cycle of validation and reward -- validation and reward
perpetuates. And it is very difficult for an object of exceptional

creativity that perhaps challenges the status gquo to be brought

forth as wvalid.
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Generational Identity & the Politics of Craft

I'd like to shift gears again one more time and speak a little bit
about generational identity and the politics of craft. Today we're
at a generational crossroads. The baby boomers are presently in
charge, and they currently comprise the lion's share of the
cultural, political, industrial and academic leadership in the
United States. The best qualities of this generation are that they
possess vision, decisiveness, and generally are a culture of
leadership during difficult times. Whereas they can also be viewed
specifically by my generation, Gen-X, looking at them -- have at
times viewed them as arrogant, selfish, and ruthless in their
occasional despotism. The boomers born 1943 to 1960 are often
vocal, yet at times they're criticized for being self-absorbed.
They came of age during Woodstock and grew up in an environment of
prevalent modernism; experienced a shift from modernism to
postmodernism firsthand; and they participated in the Vietnam war
and protested the draft. Conversely, Gen-Xers, my generation, born
1961 to 1981 are products of postmodernism directly. They came of
age during Reaganomics and witnessed the end of the Cold War. In
math x stands for a substitute for anything. And Generation X as a
collective group prides themselves on tolerance, diversity, and an
inability to be labeled. Generation-Xers often view the Boomers'
1960s idealism as shallow, misguided, self-serving, and
hypocritical, crediting towards yielding the present era that is

focused unyieldingly on commercial and industrial progress.
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Now, my reason for bringing all this up is that within the field of
craft, the baby boom artists remain at the pinnacle of their
careers while watching the careers of their mentors within GI
generation born 1901 to 1924, and the silent generation born 1925
to 1942 faded to the twilight. However, we're on the verge of a
large shift in the next ten to twelve years. Let's talk a little
bit about sort of the differences of world view between baby

boomers and Gen-Xers.
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Peer Personality Index

Here I've outlined a peer personality index. Again, these are
generalizations. This is all a result of looking at generational
theory, which I'll talk about in more detail in the next slide.
But we have to generalize in some regard to get any kind of sense
of what is happening.

Here on the left we have baby boomers, and on the right we have
Gen-Xers. Baby boomers generally have a strong set of ideals,
traditions, and are regarded as being very family-oriented. They
are, generally speaking, fearful of the future, relatively active,
and liberal socially but tend to be politically conservative.
Gen-Xersg, conversely, do not have much use for hierarchical order.
They like to experiment, and they expect immediate results. They
could be termed the microwave generation. Gen-Xers are cynical,
like myself. They tend to question authority, like I am doing
here. And they feel that they carry the burden of the previous
generations.

Let me talk a little bit about generational theory.
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Generational Theory

Generational theory is a macro science. It makes generalizations.
It is a large sweeping overview. But it does give us a sense of
patterns within history, and it gives us a sense of what to expect.
Generational theory is a research based on the work of William
Strauss and Neil Howe which divides Anglo American history into
seasonal cycles of history. The cycles are comprised of four
generational archetypes, as I've outlined here on the right. They
have repeated themselves predictably since the midl3th century,
with the Civil War of 1860 to 1864 being the only anomaly in the
pattern.

As we can see here, how these categories break out, the GI
generation is considered hero-civic; silent generation
artist-adaptive; baby boom prophet-idealist; Gen-Xers
reactive-Nomad; and the pattern repeats itself with the millennial
generation, the hero-civic.

Let's start with the hero civic and talk a little bit about the
cycles of ages and how this sort of fits in. So a hero, or civic
generation is born during an unraveling. It spends its rising
adult years during a crisis. It spends midlife during a high, and
spends old age in a period of awakening. Now, what this says is
right now we are currently in a period of unraveling. And as the
millennial generation rises into adulthood, we're going to enter a
period of crisis. And that will happen in the next ten to twelve

years. And they spend their midlife and their moments of
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institutional leadership, they will be in a high period in our
time, just like the GI generation as a hero-civic generation was in
a time of high in the 1950s when we had a time of very rampant
optimism, post World War II modernism reigned.

This generational theory gives us some ideas not only of the
characteristics of a generation, but also as to what to expect.

For instance, Gen-Xers are Nomadic leaders who have been cunning,
hard-to-fool realists, taciturn warriors who prefer to meet
problems and adversaries head on, whereas the GI generation and the
millennial generation are described as heroic leaders who have been
vigorous and rational institution builders, busy and confident in
old age. All of them entering midlife were aggressive advocates of
technological progress, economic prosperity, social harmony, and
public optimism.

So again, you can see how this sort of coincides with the age of
prevalent modernism during the post World War II period. And this
is what we can expect in a period of new high once we complete the
period of crisis that we're going to begin in the next ten to
twelve years. Anyway, 1it's interesting to note and it gives us

some insight into the characteristics of our generations.
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Generational Phases
The following generational phases indicate the roles that specific
age groups play in serving the dominant culture. So let's start at

the bottom and work our way up. Childhood, age 0 to 20 is a period

of growth where we learn and acquire values. Young adult is a
period from 21 to 41 where it's a period of vitality, we're serving
the institutions. Midlife occurs at ages 42 to 62. This is where
we enter a period of leadership in which the generation is
directing the institutions. And then the generation moves into a
period of elderhood, which occurs from age 63 to 83. This is a
period of dependence, stewardship, and the passing on of values.
Now, as an example of how these phases work, I recently computed
the median age of artists whose work was selected for the White
House collection of American craft in 1993. This collection
features 72 works by 77 of America's leading artists. I found that
the average age of the artists at the time of their selection was
47. And as you can see here, that fits squarely into the midlife
leadership directing of the institutions section of the

generational phases.

The point here is that 13 years later the average age of those
artists is now 60. And in three years that group's average age
will reach the elderhood phase. So while it may not always be
apparent on the surface, the field of craft is dynamic, and the

sands are slowly shifting. So the field's perspective needs to
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are beginning to take over the reigns of institutional leadership,
and the baby boomers are gradually shifting into elderhood, we need
to update our theory, our philosophy, and our pedagogy, and our
practice to reflect the changing needs of the craft constituency.
But also the learners. So you think about the characteristics of
those Generation-Y millennials, and their exposure to technology is
guite vast. Even in comparison to what the Gen-Xers' exposure has
been. So within all of this, it becomes very apparent that the

field of craft needs to evolve.
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Coming Changes, What to Expect

So as these coming changes occur, here are some things to think
about in terms of what to expect. We will see further shifts in
the philosophical perspectives relative to the products of human
creativity. We will see an expansion of interdisciplinary practice
within academia, and the gradual soft ening of disciplinary
boundaries. In addition, we should see changes in the use of

technology within teaching and learning.
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Emerging Role of Technology

I believe the Internet technology has just begun to play a role in
craft education. And as the demographics of the learners and the
population shifts as well as the demographics of our teachers, as I
mentioned before, naturally we need to begin to address the need
for distance education methodologies within studio-based craft
education.

Now I just wanted to mention some ideas about the emerging real of
technology and talk just real briefly about how that may operate.
The notion of sharing the content that the purveyors of content
hold, such as museums hold a great deal of content relevant to
craft history. Now, if that was to be coordinated in some way with
teaching and learning within studio crafts, I think there are
valuable resources that exist relative to historical research. So
with that idea in mind, I've put something here in terms of
consortiums with shared, metatagged, XML based online shared
database content, potentially connecting the archives of major
holders of archival research data on craft.

Now, this technical jargon that you see there in terms of
metatagged and XML based and shared database content -- what that
says in summation is that it says that this information should be
very generally and universally described with key words that enable
it to be universally searchable, and at the same time migratable.
So if a system changes, the data still remains accessible as the

technology improves. So it's entered one time. There are things
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such as metadata standards, and specific taxonomies for listing of
key words that make it possible for archival data to be configured
in a certain way that it can be usable for perpetuity, is what the
hope is.

In any case, these are conversations that have taken place in the
United States. However, they haven't gone any further than just
conversations. So I bring them up again here.

Additionally, I've listed here creating online learning centers for
craft education that use learning management systems, streaming
video servers for live online craft workshops, conferences,
discussion forums, and the general sharing of explicit knowledge
via streaming video. I use the term explicit knowledge. The term
explicit knowledge says that there's a difference in the types of
knowledge. ©Now, the type of knowledge that is dominantly taught
within craft tends to be tacit knowledge. That can also be called
personal know how, or the things that the hand knows. But they
tend to be hard to describe. You can't tell someone -- you can't
stand in front of a potter's wheel and tell someone how to throw a
pot and they could it. They have to gain that experience for
themselves in order to understand tacitly how that experience
feels, and what that is all about in order to achieve the goals.
And they build learning gradually as we saw in Dave's Domain of the
Psychomotor. In any case, I just wanted to make that distinction
between explicit and tacit knowledge.

So what I'm suggesting here is that there is knowledge that can be
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shared via the Internet. The tacit knowledge is not what I'm
suggesting. In addition, I think that books and magazines and
videos tend to cover technical information quite well. But I'm not
suggesting we need to share technical information via these types
of online learning centers. What I'm suggesting is that cognitive
skills can be built via the sharing of knowledge, via digital
video. And I think that's what craft needs more of. 1It's sort of
the exploring the development of critical thinking skills and
online critiques that build in certain conceptual knowledge about
how things are constructed, and how the creative process operates.
Now, lastly I'd like to mention one thing. That is that we already
have certain types of what I like to call distributed learning
communities within craft that are naturally occurring online. And
the term distributed learning communities was developed by Wilson
and Rider in 1998. Distributed learning communities have specific
characteristics. But before I talk about that, let me just tell
you about the two types of distributed learning communities that I
think are good examples that pop up where learning is needed among
geographically distributed groups. And that is clay art, which is
www.potters.org is a good example. And the craft web forums,
particularly the glass forums where people gather together on these
on line list serves and they share information where information is
needed. It tends to be pretty technical, and it's not about
developing cognitive or critical thinking skills. But it is about

sharing information. So think about these two on line learning
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communities relative to the characteristics of DLC's that I'm going
to read here.

Distributed learning communities are groups of people who form a
learning community which are generally characterized by the
following: Distributing control; a commitment to the generation
and sharing of new knowledge; flexible and negotiated learning
activities; autonomous community members; high levels of dialogue,
interaction and collaboration; a shared goal problem or project
that brings a common focus and incentive to working together.

Now, lastly I'd like to say one thing. And that is I think the
distributed learning communities tie in very well with the
aforementioned concept of communities of practice, a term which is
very much a buzz word within business practice within the United
States. And that is the notion of knowledge management. So the
notion of knowledge management within communities of practice is
something that there are books and much academic research that has
been written about. And I think in terms of our field that could
potentially be applied knowing what we know about distributed

learning communities and communities of practice.
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The Future: The Remix

As I've outlined within this presentation, the future holds a
variety of possibilities for craft. However, the important
distinction to remember is that within geographically distributed
communities of practice, blogs, streaming videos, E-mail, message
boards, and other forms of synchronous and asynchronous
communication make it quite possible for people to meet their own
learning needs assuming the resources are available and accessible
on line. This means that it is no longer necessary to become part
of any singular dialogue. Many dialogues can coexist
simultaneously. This also means that our community of craft as we
have previously known it is in jeopardy. If it fails to evolve, it
will diminish in vitality as the population ages.

The next generation of object makers are going to approach things
much differently. They will likely create their own communities,
their own dialogue, and just move forward. So for this reason,
craft as we've known it in the 20th century is going to have to
evolve. So this quote here refers to sort of that evolution and
where we are today. This is a quote from William Gibson. He's a
well known science fiction writer. He wrote an article for Wired
Magazine in July 2005. "Today's audience isn't listening at all -
it's participating. Indeed, audience is as antique a term as
record, the one archaically passive, the other archaically
physical. The record, not the remix, is the anomaly today. The

remix is the very nature of the digital.™"
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So what I suggest here within this presentation is that what is
emerging is a hybridization of the old and the new. It is
essentially a remix, where in the best of the old is blended with
new ways of approaching object making. An appreciation for skill
in the hand-made remains as do many methods of production. While
new ones are going to emerge, and they're going to become part of
craft as we know it, and the blending of these ideas and these

methodologies is the remix and the remix is our future.

Thank you for listening to my presentation today. And I hope that
if you enjoyed what you have seen here, that you will E-mail this
link to your colleagues. It is my hope that this begins a dialogue
both nationally and internationally in a manner that we can begin
to understand what is happening within our field. So again, I'd
like to thank you for listening. And please feel free to contact
me directly if you have any interest in discussing the ideas that

you've seen here.






Hybridization

Art = mandarin orange Craft = grapefruit
New hybrid object = tangelo

e tangelo Is a hybrid of both; they are all types of
fruit.

Communities of Practice

Communities of practice are self-
S Organizing social systems in which
LB i members of a community are
®_ 1 informally bound by what they do

o « '9 ¢
4L % ?’a" . @ & and what they have to learn through
i . their mutual engagement in these
' activities.

A community of practice defines: itself along three dimensions:
Itis a joint enterprise that is understood and continually.
renegotiated by its members.

It functions through mutuall engagement in an activity that
bind members together as a social entity.

It produces a shared repertoire of communal resources
(routines, sensibilities, artifacts, vocabulary, styles, etc.) that
members have developed! over time.

Wenger, E., McDermott, R. & Snyder, W.M., (2002) Cultivating
Communities of Practice, HBS Press, 2002.




American Craft

This term refers to the products of artistic
production or creation that require a high degree
off tacit knowledge, are highly technical, require
specialized equipment and/or facilities to produce,
involve manual labor or a “blue collar” work ethic,
are accessible to the general public and are
constructed from materials with histories that
xceed the boundaries of western art history, such
S ceramics, glass, textiles, metal and wood.

DIY Craft

This term refers to a form of domestic creativity that
emerges from a DIY ethos that seeks to confront mass
market consumerism and the homogenization of culture as
a result of the aggressive expansion of big box retailers.

This creative handiwork is often nostalgically ironic,

concerned with style, irony and occasionally contains a

touch of kitsch; it often contains wit and humor and it is

about being in the know; but also, without question, it IS
bout choice. This work does not seek validation within
aditional art methodology but rather it i1s motivated by
desire for creative and economic freedom.




Validation (cont.)

Potentiall Sources
(AKA the 3Ms):

Media
Museums
Market

Yet, these rarely reward
originality rather they
support the status quo...
so what do the makers do?

Validation (cont.)

He/she meets the
expectations of the
source of validation in
an effort to receive
confirmation that their
hard work was
worthwhile.

Thusly, this cycle self-
perpetuates...
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Generational Identity & the Politics
off Craft

Peer Personality Index

Boomers' have a strong set
of ideals and traditions and
are regarded as being very.
family-oriented.

They are fearful of the
future, relatively active and
Iiberal socially but

onservative politically.

Generation Xers do not
have much use for
hierarchical order; they like
to experiment and they
expect immediate results.

Xers are cynical; they
guestion authority and feel
that they carry the burden

of the previous generations.
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Generationall Theory.

Gl Generation Hero-Civic
(1904-1924)
Silent Generation Artist-Adaptive
(1925-1942)
Baby Boom Prophet-Ildealist
(1940-1960)
Gen-X (Thirteeners) Reactive-Nomad
(1960-1981)

(| Millennial (NetGen) Hero-Civic
(1982-2001)

Generational Phases

Elderhood: Ages 63-83
Dependence: stewardship and the passing
on of values.

Midlife: Ages 42-62
Leadership: directing the institutions.

Young Adult: Ages 21-41
Vitality: serving the institutions

Childhood: Ages 0-20
Growth: learning and acquiring values
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Coming Changes, What to Expect

Further shifts in philosophical perspective relative
to the products ofi human creativity.

Expansion of interdisciplinary practice within
academia and the gradual softening of disciplinary.
boundaries

hanges in the use of technology in teaching and

*arning

Emerging Role of Technology.

Consortiums with shared, metatagged, XML based,
online shared database content (potentially
connecting the archives of major holders of
archival research data on craft.

Creating online learning centers for craft education

that use learning management systems, streaming

video servers for live online craft workshops,
onferences, discussion forums and the general
haring of explicit knowledge via streaming video.




The Future : The Remix

“Today’'s audience isn't listening at all - it's
participating. Indeed, avadlencelis as antigue
a term as record, the one archaically
passive, the other archaically physical. The
record, not the remix, is the anomaly today.
The remix Is the very nature of the digital.”

~ William Gibson
Wired Magazine, July 2005
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