
Making Connections 

ToolKit
Makers and Making 

These notes are designed to act as support material for the  Making Connections continuing professional development programme, run by engage and as such are intended for use by gallery educators at the beginning of their career. We hope they will also have relevance for artists, teachers and artist-educators in the field. It is recognised that many gallery educators are artists in their own right, but for the purposes of this document, they will be referred to by their specific role title to distinguish them from a visiting artist.

This pack has been compiled by the Crafts Council in consultation with engage members to act as pointers to information and issues that may be of interest to practitioners. It is recognised that situations in art museums and galleries vary hugely, and much information will be familiar to ‘old hands’. We hope those in the early years of their careers will find useful background information and those with more experience will make suggestions for more material and useful contacts. We would be grateful for all comments and suggestions – please include these with your e-mail evaluation of the seminar – these will help in developing the tool kit for the web.

The format of each pack is the same and includes:

· Food for thought
- issues and points for discussion

· Themed Sections
- including suggested reading and website links

· Samples and Templates
- of various documents for reference

References in bold italics refer to information/ documents to be found in this pack. Referenes in italics only refer to information/ documents to be found in one of the other subject packs.
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Food for thought

What is unique about contemporary craft?

· How do our audiences relate to contemporary craft?

· What makes contemporary craft accessible to diverse audiences?

· What is similar and different about working with contemporary craft compared with other visual arts?

· How can we balance the conceptual practice of contemporary craftspeople with their commitment to exploration of materials and highly-skilled processes?

· What forms of interpretation can we use to enable our audiences to explore the conceptual aspects of contemporary craft?

What is the value of working with craft and craftspeople in education?

· How can working with practical craft skills enhance the learner’s perception of education?

· How can we use practical making activities to engage disillusioned young people?

· How can learning through making be used to develop an individual’s own creativity?

· How can the direct connection between contemporary craft and a wide range of cultures and histories be used to engage diverse audiences?

· What opportunities can we provide for people to experience the professional working life of craftspeople and see craft as a viable career?

· How can we balance the commercial needs of makers with the needs of audiences?

How can we generate and share a body of work that demonstrates best practice in craft education?

· What can museums and galleries do to enable skills exchange between visual artists and craftspeople?

· How can we raise the profile of craftspeople working in education?

· What can museums and galleries do to facilitate the use of contemporary craft and craftspeople in formal and community education settings in the way they have done for visual artists?

· What use can we make of contemporary craft in the interpretation of historic, social and ethnographic collections?

· How can we engage more craftspeople in education and learning in museums and galleries?

How can we ensure that ‘arts and crafts’ activities truly represent contemporary craft practices?

· How can we work with craftspeople to develop practical activities that are truly reflective of contemporary craft practice?

· How can contemporary craft practice genuinely engage with popular craft-process based adult education programmes?

· How can we use people’s enthusiasm for craft leisure activities to engage them with contemporary visual art practice as a whole?

· How can we balance the commercial needs of makers with the needs of audiences?

· What is in the nature and philosophy of contemporary craft practice that we can use to inform the development of education activities in museums and galleries?

Definitions of Craft

In a recent review, commissioned by the Crafts Council, to summarise the benefits of craft in secondary education Dr Nicholas Houghton provided the following perspective on a definition of craft:

‘There are many kinds of crafts and different contexts in which they are practised. In this section an attempt is made to define craft for the Art and Design curriculum of mainstream secondary schooling. 

According to Press and Cusworth (1998, p14), any definition of craft must take into account the following: 'the craft versus industry debate, the art versus craft question and problems of cultural interpretation'. 

Much of the craft versus industry debate seems very old fashioned and no longer relevant. The two learned long ago to co-exist and each benefits from the other. Craftspeople often design for industry and the wealth of an industrial society has produced an ever-increasing potential market for craft and free time for people to practice it. In any case, the British economy is in large part post-industrial, of which craft forms a significant niche sector (McAuley and Fillis, 2004).  

Harrod (1999) claims that it is easy to distinguish between art and craft, because it is axiomatic that art isn’t craft, because it is art. However, one can expand on this. What is art has been hotly contested throughout the last century, with the avant-garde often pushing the boundaries. Despite what ‘the man in the street’ might say, there is a consensus within the art world that art is art because it is intended as such and displayed and critiqued and sold and bought as such (Danto, 1999). The same can apply to craft.

Nevertheless, this only distinguishes between art and craft. It does not provide a complete and satisfactory explanation of what craft actually is. 

Many try to define craft through materials, or disciplines, or a combination of the two, for example: wood, jewellery, furniture, weaving, ceramics etc. This only begs the question: what kinds of furniture, ceramics etc?

For some, craft is about making objects, predominantly by hand, where functional and aesthetic considerations are equally important (Anscombe 1991, Anscombe and Gere, 1983, Cumming and Kaplan, 1991; Dormer, 1997, Naylor, 1971, Sevigny, 1969). There is a closely allied definition that it is about personal expression through making functional objects, predominantly by hand (Anscombe, 1991, Lucie-Smith, 1981). The use of hands argument is ubiquitous in the literature about craft and for many it is clearly important. All the same, one uses hands to type on a computer and there are few practical activities that don’t use the hands in some way, together with tools. Hands are not central to what craft is and not needed in a definition. 

The question of function is also common in defining craft. However, it is not appropriate to exclude something as being craft just because it does not have a function. On the other hand, this definition also implies that aesthetic pleasure and decoration are not functions. Anthropologists report that people have always painted and decorated their boats before they went out to catch the fish.

One definition of craft is that it is about making something as well as possible, irrespective of economic reward (Evans, 1998, Levien, 1998, Osborne, 1975). Pye (1968) defined craft as ‘risk production’, meaning that at each stage, the outcome is uncertain, with the maker constantly adjusting to circumstances. Both of these seem to be getting close to the essence of craft. Although they neglect to mention skill, it is implied in both. 

In this context, skills not only refer to manipulating materials, but also conceiving, evaluating and solving problems (Poston, 2003). For the National Survey of Craft, Part 1 (Mason and Iwano, 1995) the Crafts Council defined craft as an activity in which 'pupils should be actively involved in the designing and making of one-off, individual artefacts, encouraging the development of their imaginative and practical skills, visual sensitivity and a working knowledge of tools and materials' (p157). It is proposed that with modifications this definition can be applicable to contemporary craft in Art and Design in schools. 

The proposed definition of craft is: The development of practical, aesthetic and thinking skills and of creativity through the conception and production of individual works and an in-depth engagement with materials.’

Benefits to the Learner of 21st Century Craft, Crafts Council, 2005.

In the 2004 survey of professional craft practitioners, Making It In The 21st Century, the main craft disciplines are defined as Textiles (23%), Ceramics (21%), Jewellery (15%), Metal (11%), Wood (8%), Glass (7%), and Furniture (6%).

Making It in the 21st Cenutry, Crafts Council, 2005

Craft is a contemporary practice

Moving way beyond the figure of the individual artisan of the 19th century Arts and Crafts movement, Craft in the 21st century embraces both studio makers, designing and producing unique objects as well as makers working with and in industry to produce objects for batch or even mass production.

Often this range of operation is incorporated within the practice of one maker, for example someone like the ceramist Chris Keenan who maintains what would be seen as a traditional studio pottery designing, hand-throwing and firing his own work for sale through craft shops and galleries, alongside work as a designer producing ranges for retailers such as Habitat. Many other major retail outlets such as Debenhams and Ikea also make a point of celebrating the designers producing ranges for them as a basis for their marketing campaigns.

In our 21st century consumer society identification with designers and makers appears to come a widespread consumer interest in the origins of the objects they are buying. When one buys a craft object one is buying a part of that individual maker. This connection between the individual as producer and the individual as consumer is at the essence of craft and one of the elements that makes craft so accessible to audiences. 

Craft is universal

Craft has traditions in every culture of the world with processes, materials, tools and even designs being recognisable across barriers of language, culture or religion. Craft can provide an excellent and levelling platform for cross-cultural, citizenship and humanities based work.

An understanding of craft materials and processes offer a route to interpreting objects from historic and ethnographic collections. Knowledge of how an object has been made and how the materials used might feel enables audiences to discover more about the original environment, context and use of that object.

Contemporary makers can not only offer understanding and experience of the ways things are made, they can also offer their own 21st century interpretation by producing new work in response to objects in museum and gallery collections. Interpretation and information can also be produced in the form of handling objects or technique demonstration videos commissioned from makers.

See Bilston Craft Gallery commissions case study

Craft is accessible

An understanding of craft is not solely reliant on theorising or knowledge of one history but comes from a range of learning experiences that combine physical activity with intellectual investigation. The integration of contemporary craft in museum and gallery education programmes with its central themes of materials, process, design and function, can assist audiences in relating objects in galleries to objects in their daily lives. Through the real experiences of texture, form, function, colour and manipulation of materials that craft provides, everyone has the opportunity to develop their own understandings. Equally, familiarity with the materials of domestic objects such as crockery, furniture, jewellery and clothes provide audiences with a natural vocabulary with which to explore contemporary craft.

‘It (weaving workshop) was fantastic and inspiring…these pupils need a lot of attention…they were totally focused and absorbed by the activity. These workshops revealed processes that the less able students can use in their exam pieces.’

Patti Fellgett, Head of Technology at Elizabeth Garrett Anderson School in 2004

Craft is multi-disciplinary

For example, a ceramist cannot fire or glaze a pot without understanding the chemical processes involved; a furniture maker cannot design and build a chair without understanding the physics required to support a person’s weight; a weaver cannot produce the pattern of a cloth without being able to calculate and apply the mathematical systems involved.

Craft is appropriate for developing different styles of learning

Workshops in craft can naturally encourage a range of activities through the opportunities to handle objects and learn by physical experience; to look and copy in 3D; to verbally express ideas; to hear new ideas; to imagine; and to make objects. When a maker is working with a group on practical activities they can introduce processes and skills new to the entire group; which can provide a very level platform for a group of mixed ability, gender, language or culture.

See Art and Artists Toolkit for information of learning and visual literacy

Craft is local

There are over 40,000 makers working in cities, towns, villages and rural locations across the UK. The Crafts Council Photostore Online database (www.craftscouncil.org.uk/photostore) lists over 1,000 of them, so there is almost certainly a maker local to your venue.

Craft is a career

Working with contemporary makers as educators can offer audiences the opportunity to learn a wide range of practical making skills that are popular with young and old. Learning practical skills from a person who lives by making and selling their own products can re-engage audiences by bringing to life the world of the maker. A visit from or to a professional maker can have a very strong effect on a group’s creativity. In addition such a visit can demonstrate that the work, techniques and methods of some makers extend the boundaries of what can be expected from a particular material and that designing and making objects is a viable career.


21st Century Makers
‘Combining employment satisfaction and vocational stability with artistic enquiry and business risk, makers provide an illustrative model of the new creative entrepreneurs of the 21st century.’ Making It in the 21st C., Crafts Council 2004

Craftspeople are the epitomy of contemporary ‘portfolio’ workers including in their practices designing and making functional, conceptual and decorative objects by hand; designing and working with small studios of makers to produce functional or decorative objects by hand; designing for small scale (batch) production in specialist companies; designing for large scale industrial manufacture; working collaboratively with architects and engineers on the production of  public work such as windows, seating, hangings, screens and murals. Many makers also work in education as part of their portfolio of work.

A successful contemporary maker such as the silversmith Chris Knight has a practice that includes producing work to individual commission by hand; working with small manufacturers to prototype and produce small batch productions sold through craft shops and galleries; working with architects, engineers, and industrial steel manufacturers to produce large scale public artwork commissions; and teaching in colleges and universities.  

Makers contribution to the UK economy

‘Some 32,000 makers generate a turnover for England and Wales for 2003 of £826 million, which is greater than the fishing division, the forestry and logging division, the manufacture of motorcycles and bicycles or the manufacture of sports goods. It is also important to recognise that the sector makes a vital contribution to the wider economy through its:

· Role within the creative industries sector

· Contribution to tourist revenues and sustaining rural economies

· Role as a source of innovation and creativity

· Role as a focus for entrepreneurial activity

· Role as a business model for portfolio working and indigenous small firm growth’

Making It in the 21st Century, Crafts Council 2004

Makers are conceptual artists

Generally contemporary craftspeople have followed the same educational path as that of visual artists, through A-Level or Adult Education to Foundation and Degree, the main difference being a much greater emphasis on practical making skills, and the inclusion of designing for function, industrial manufacture and commercial enterprise as additions to the development of creativity. The level to which these latter elements are explored is pretty much dependent on the individual institutions.  The majority of contemporary makers therefore work just as much with conceptual ideas as other visual artists. Advanced skills in a particular discipline will inevitably influence the work produced by a maker, so too will their enthusiasm for exploring materials, and the market for which they are looking to produce work.

See SHOW 5 CD-rom interviews with leading British contemporary makers
Craft in Schools
‘Teachers’ views of (crafts) intrinsic and extrinsic benefits:

Approximately three quarters (of teachers consulted) suggested that making fulfils a basic human need for tactile sensory experience.

It was noticeable that teachers repeatedly used the phrase ‘hands on’…

“I think there are certain materials we use in craft activities, clay is a good example, that bring a sensual pleasure that students do not get from any other area of the curriculum. I think there’s all sorts of motor co-ordination skills, practical sensory skills to do with co-ordination, that are developed through making.”

…Whereas many of the teachers interviewed insisted that making is a vital component of general education for all pupils, several elected to highlight its potential in enabling positive learning outcomes for disaffected and less able pupils.

“Making is different from other areas of the curriculum, the pupils behave in a different way because of the different relationship, you can address their learning differently, particularly those who find written work very daunting…”

The most commonly quoted extrinsic educational benefits of making proposed by teachers were that: (i) it develops higher order thinking skills, including problem-solving, developing imagination and ideas, managing time, co-ordinating resources, using self analysis and self expression (ii) enables knowledge and understanding of all kinds to be demonstrated in tangible form; and (iii) reinforces and contributes to knowledge and skills developed in other areas of the curriculum.’

Pupils as Makers – Craft Education in Secondary Schools at Key Stages 3 and 4 (p. 7), Crafts Council, 1998
Craft occupies a unique place in the National Curriculum covering disciplines that come under both Art & Design and Design and Technology. However, craft is not specifically identified or defined in either subject area, but is an implicit part of both. Being multi-disciplinary as described in the ‘Definitions of Craft’ section above, craft is also a valuable tool for the exploration of many other subjects.

Design and Technology

In Design and Technology, crafts are covered by the curriculum areas of Textile Technology and Resistant Materials (including wood, metal and plastics). As you might imagine these craft disciplines focus predominantly on the physical properties of the materials and the technical processes involved in working with them. The level of consideration given to creativity in the design of the objects produced is very much dependent on the confidence and interests of individual teachers and whether they have come from a craft, industry or engineering background.

Art & Design

In Art and Design crafts are mainly covered by the options to work with either Textiles or Ceramics, depending on the level to which the school is equipped for either activity. As the purpose of Art and Design as a subject is to cover the visual arts as a whole the use of craft materials is totally open. Again the confidence and interest of individual teachers in craft disciplines determines the level to which craft is used in Art and Design.

Growing interest in craft in schools

‘The publication of Excellence and Enjoyment: a strategy for primary schools (DfES 2003 ) has added momentum to a growing conviction among teachers and school leaders that it is time for a new, more creative approach to curriculum planning and a greater emphasis on creativity for learning.’

Developing Creativity for Learning in the Primary School: A practical guide for school leaders (p.1), NCSL, 2005
With the recent emphasis on creativity in schools coming from DfES, both Ofsted and the QCA have identified a growing need to encourage the development of craft based work, in particular for giving pupils breadth in their experience of materials and their abilities to think and work three-dimensionally. They are also interested in the demonstrated benefits making activities can have on dis-engaged and vulnerable young people. 

The QCA is currently in the process of reviewing both the Art and Design and Design and Technology subject areas for Key Stage 3 and above and it is expected that the results will see more explicit use of craft as a subject as well as more explicit mention of craft materials, processes and people.

See Making It Work – Reclaiming Craft case study

See Making It Yours Touring exhibition project outline

See Dish of the Day, Aberystwyth case study

See Elements of Change Craft Residency Programme, Scotland
Museums and galleries working with schools

Museums and galleries can do a lot to inspire teachers in their use of contemporary craft and enable them to give breadth and depth to both the Art and Design and Design and Technology curriculums and make these subject areas real for students. Having relevance for both subjects, museums and galleries working with craft can automatically increase their direct client base of teachers to include those working in Design & Technology.

Key activities for museums and galleries include:

· Providing opportunities for teachers and pupils to see contemporary craft through exhibitions, demonstrations and handling collections

· Acting as a broker for relationships between schools and craftspeople

· Providing opportunities to teachers and pupils to meet contemporary makers and see their craft in practice

· Providing opportunities for teachers and pupils to learn craft skills directly from professional makers

See Weaving Wonders case study

See ‘Working with Schools’ Toolkit for information about the National Curriculum 


Reading

Pupils as Makers – Craft Education in Secondary Schools at Key Stages 3 and 4 Crafts Council/ Roehampton Institute, 1998
Available to download from www.craftscouncil.org.uk/ref/discover.htm 

Developing Creativity for Learning in the Primary School - A practical guide for school leaders National College for School Leadership, 2005
Available to download from TeacherNet at www.publications.teachernet.gov.uk 

Creativity, Culture and Community - Putting the 3 Cs at the heart of learning
Creative Partnerships, Arts Council, 2003

Available to download from www.creativepartnerships.com 

Excellence and Enjoyment

DfES publications, 2003

The Curriculum in Successful Primary Schools

Ofsted publications, 2002

Creativity, Find it Promote it

QCA, 2001

Available to download from www.ncaction.org.uk/creativity 

Websites

Making It Work 



www.makingitwork.org.uk

Craft Scotland Schools Residencies 
www.craftscotland.org/schoolresidencies 

NSEAD – National Society for Education in Art & Design
www.nsead.org

QCA Schemes of Work 


www.standards.dfes.gov.uk/schemes2

Teachernet – online resource for teachers
www.teachernet.gov.uk

Cywaith Cymru 




www.cywaithcymru.org.uk

Arts Training Wales 



www.a-t-w.com

Craft Scotland 


www.craftscotland.org/residencydiarySarahKeay.html

This is a link to an online diary by jeweller Sarah Keay, one of the resident makers in our featured case study Elements of Change






www.craftscotland.org/schoolsresidencies.html

Case study of craft school residencies across Scotland funded by the Scottish Arts Council. Elements of Change is one of these.

 




www.craftscotland.org/13handsresidencies.html
Series of 40 day residencies being held in schools in the Highlands as part of the 13 Hands initiative. This is the first stage of the Craft Residency project. Further funding will be sought to set up residencies in all 8 areas of the 


Highlands over the next three years, culminating in a major touring craft exhibition in 2007, the Year of Highland Culture.

Centre for Architecture and Design, Scotland 
www.thelighthouse.co.uk
Extensive Education programme comprising both on and off-site as well as virtual learning opportunities for students and teachers from both the formal and informal education sectors. It is Scotland-wide and European in scale and reach.Site includes The Young Designers Gallery. This gallery provides a platform for Lighthouse projects as well as highlighting local, national and international education initiatives, design shows, architectural interventions and digital interactives.
Working with Makers

As indicated in the previous sections there are many different ways of working with makers in museums and galleries be that as maker-educators, practical workshop leaders, producers of commissions, demonstrators, speakers, or facilitators with schools and community groups. Different organisations will have different reasons for wanting to work with a maker and each party involved in a project should consider their objectives at the outset.

Objectives for galleries might be:

· To offer participants opportunities for practical learning and intelligent making

· To raise awareness and understanding of contemporary craft

· To support the practice of local makers

· To interpret collections or temporary exhibitions

· To reach new audiences or engage vulnerable ones

· To generate a commission for a collection, exhibition, learning resource or public space

Objectives for schools, youth or community groups might be:

· To learn a new skill

· To work with a professional maker and understand their career

· To explore new materials

· To enable an activity accessible to a wide range of learners

· To explore social, cultural or historic connections of a particular craft

Objectives for makers might be:

· To inform their practice through sharing and developing creative ideas with participants, teachers and gallery educators

· To develop communication and presentation skills through explaining and demonstrating their work to groups

· To have access to critical debate and new audiences for their work

· To have access to workshop space and/ or facilities that might be provided by a school or gallery

· To explore collaborative practice and produce collaborative work

· To produce work for a public or exhibition commission

· To financially support their making practice through the teaching of workshops

Content

The content of the majority of projects can be split into three parts, introductions, activities, and outcomes. Introductions include not only those between the maker, the gallery educator, group leaders and participants, but also introductions to workshop spaces, to exhibitions, to curators and to galleries. These introductions may be exchanges involving all or any of those involved in planning or participating in a project.

Including within the activities of a project opportunities for makers to present their work is essential as it demonstrates the world in which they operate as being different from that of another type of visual artist, a gallery or an educational institution. Makers can explain that their production may be split between work produced for exhibitions and work produced for sale in shops or on the internet, both equally valid, makers may develop each group of work in slightly different ways but are likely to have the same ethos running through both that forms the basis of their creative practice. Presentations can also be extremely useful in indicating the broad range of cultural and historical references within a maker’s own work and the craft discipline within which they are making. 

Intriguing as craft and materials and processes are, not having an intended outcome for practical activity in craft can be an anti-climax and unrepresentative of the normal practice of a maker whose activities are dominated by the production (and sale) of products. That is not to say that the opportunity to experiment with materials and processes in short taster or introductory activities are not valuable, but they will have more meaning for participants if they are followed by further opportunities to engage with that craft practice and develop a physical outcome. When deciding to work with a maker the capacity for the production of a physical outcome should be carefully considered, but do work with a maker on finding creative solutions to any limitations you envisage for practical work.

Communication and Planning

As with any partnership, working with a maker should involve investing time in building a relationship, particularly if the partnership involves other parties such as a target school, community or youth group, funders, local authorities or other artists. From the outset the initiating organisation needs to make clear their reasons for putting the partnership together, including any commitments to funders such as an expected outcome.

Gallery educators should, in their planning, work with makers and any other parties to:

Agree joint aims – what is the overall purpose of the project?

Clarify individual objectives – what is each party hoping to achieve?

Set out roles and responsibilities – who takes responsibility for what?

Agree measures of success – how will you know that the project has achieved its objectives?

Confirm budgets and resources – who will provide what and how will it be paid for?

Set a timetable – when will key decisions, events, activities and payments take place?

Plan for evidence gathering – what evidence will be collected, when, by whom?

Define a strategy for evaluation – how will you use the evidence to evaluate and disseminate?

Agree realistic outcomes – what physical, practical or learning outcomes will there be?

Agree the scope of flexibility – how much can activities move from these outcomes?

Agree ownership of physical outcomes – who will own any physical products?

Plan for future development – what might the project lead to for the partners involved?

All of these areas should, once discussed and agreed, be set down in writing for the maker either within one document or across a project brief, a letter of agreement and/ or a contract. Another key reason for involving the maker in decisions such as those outlined above is to use their knowledge to set appropriate timescales and outcomes and prevent inappropriate venues, materials or equipment being paid for in advance.

Commissions within education projects

When working with makers it is particularly important to agree in advance whether any works produced collaboratively between the maker and participants will at the end of the project be the property of the maker, the group, the gallery or another party. If the maker is not to have ownership of the object, how will they be credited whenever it is displayed or reproduced, and how will they be compensated for the work they have contributed to the physical piece in addition to working with the group?

Deciding on ownership is also important in the commissioning of objects as part of a project, particularly if the commission is to be a public artwork inevitably requiring future maintenance. Will the maker be contracted to carry out this maintenance or will they be asked to produce instructions for maintenance of the object by others? Again these are areas that should be covered by the maker’s contract. In some circumstances it may be preferable to issue two separate contracts, one pertaining to the work carried out in education activities, and another covering any commission as part of or resulting from those activities.

Roles and Responsibilities

Makers

The role of the maker is to enable participants to gain knowledge and understanding of the skills, creative thinking and professional practice of a craftsperson and to bring that knowledge to life. Presentations by makers are key for participants to understand that the maker is not a teacher, that the work they make is sold and exhibited in galleries, to see what is involved in operating as a business and how the maker learnt their skills. As with any type of artist, not all makers are good educators. Above all they need to be interested in working with people and share their enthusiasm for their subject, but they also need to be a very good communicator, energetic, calm, adaptable and very organised. Makers working in education should be very knowledgeable and confident in their materials and processes to inspire participants to be confident to explore and experiment. As part of the development of the project makers need to be confident to help teachers or group leaders to deal with expectations and anxieties about how such a project would operate within their school, community or youth group. Makers, as the specialist in their practice, have a responsibility for minimising the health and safety risks presented by their activities by sharing information, giving advice and suggesting creative solutions.

Teachers / Group Leaders

A teacher or group leader’s primary role is to ensure the craft experience fits with and adds to any curriculum or programme of development for the participants, making the most of new skills and ideas, preparing the group for the experience, and building on this experience in the future. They are also vital in managing the pace of learning and supervising the behaviour of participants. Working with teachers or group leaders should provide the opportunity for makers to understand and respect the skills of professional educators as much as for educators to understand and respect the skills of professional makers.

Gallery Educators

Gallery educators primarily operate as a catalyst to enable makers, teachers, group leaders, and participants to discuss their ideas and expectations, manage the content and outcome of activities, and solve practical issues of space, materials and timetabling. Formalising this information as written agreements with all partners is a key part of the gallery educators role. They are also responsible for keeping the project on track and in budget, preventing makers, teachers, or group leaders from becoming too ambitious in their aims for the project or its activities (either the quantity of work to be produced or number of pupils to be involved). Throughout the project the gallery educator will take the lead to ensure evidence for evaluation is collected and ultimately that some form of evaluation is carried out with the results disseminated to stakeholders and the wider sector. Gallery educators may also have a role in engaging wider audiences perhaps reached indirectly through talks by the maker or exhibitions of work produced during the project.

See sample contract

See sample evaluation planning form

Health and Safety

Don’t underestimate the contribution makers can have in creatively adapting activities that might be seen to have high health and safety implications, without removing the learning experience for participants. For some practices there will undoubtedly be an element of risk, the key in is managing that risk to minimise any impact it might have. Makers consider the physical risks involved in their activities constantly in their own practice, and will be in the habit of taking precautions on a daily basis. As the co-ordinator of an activity with a group the gallery educator’s role is to help the maker apply the consideration and preventative measures they take in their own workshop to the activities they plan to do with a group, taking into consideration the knowledge and abilities of that group. The sorts of things to be considered might include:

· Who is responsible for setting out and managing codes of behaviour in the workspace?

· Whether the space available has appropriate tables, flooring and other basic facilities such as sinks?

· Who is responsible for the operation of specialist equipment and whether operation of this equipment is limited to the maker only?

· Are there other users in the building who will be affected by excessive noise such as hammering?

· Whether assisted extraction is needed to provide adequate ventilation?

· Whether safety clothing, footwear, ear and eye protectors need to be used?

· Does the venue’s insurance cover any risks involved?

· How many participants can safely be involved in an activity at any one time?

· How will tools be cleaned and where can they be properly stored?

· How will chemicals be labelled and where can they be properly stored?

These issues and any others relating specifically to the practice you are working with should be covered in planning the project with the maker and any precautions required should be detailed on the risk assessment forms relating to each activity of the project.

The most effective way of reducing health and safety risks when delivering any practical activity is to ensure that all the participants are aware what dangers there are, be it materials, equipment or activities and what the appropriate behaviour is when dealing with them.

See sample project planning form

See sample risk assessment form

Child Protection

Child protection, confidentiality and disclosure

Issues of child protection apply to working with all young people but are particularly relevant when working with young people ‘at risk’.

Child protection and duty of care has become an increasing concern:

Every Child Matters - currently, this government consultation green paper is looking at safeguarding and improving the life-chances of all young people from birth to 19. It aims to reduce levels of educational failure, ill health, neglect, crime and anti-social behaviour among children and young people. The paper will impact significantly on the future delivery of services for young people, funding streams and associated requirements.
The Criminal Records Bureau – an executive agency of the Home Office- has been set up to help organisations make safer recruitment decisions through its Disclosure service. www.crb.gov.uk

Amidst a call from professionals nationally for help with the setting up of policies and procedures for work with vulnerable young people, Arts Council has published Keeping Arts Safe. Protection of children, young people and vulnerable adults involved in arts activities, Arts Council England with the assistance and advice of NSPCC, 2003.

Child Protection

Some basic rules of good practice to observe are:

· If you do not already have one, instigate an organisational child protection policy. 

· Ensure that all adults who have contact with young people have a current Criminal Records Bureau disclosure certificate. There are 3 levels of disclosure – Basic, Standard and Enhanced, each appropriate to different levels of contact with young people. The Criminal Records Bureau will advise on the level needed for different staff, but in general anyone leading on project sessions, or who may be in sole charge of those under 18 will need an advanced level of disclosure.

· Avoid situations when there is only one adult present with young people.

· Be aware of the potential for abuse from other young people or accusations of abuse from a young person to an adult.

· Work closely with partner organisations to identify and reduce potential areas of risk.  

· Ensure that all workers who have regular contact with young people receive child protection training in order to raise levels of awareness, enable them to deal with situations effectively and to protect everyone involved. 

Successful work with young people is built on relationships of respect and trust.  Young people need to trust that we will not talk about them with other people or share personal information, however, there may be times when we have a professional obligation to do so.

Confidentiality

When working with young people we may have access to information about them that is of a sensitive nature.  We need to ensure that we only share this information on a ‘need to know’ basis.  

Disclosure

A disclosure is when a young person tells you about abusive incidences or behaviour they have experienced. This could be physical/emotional/sexual abuse. Sometimes young people we work with may share information with us of a personal and sensitive nature that we, as professionals, may have a duty to pass on to other organisations. We need to be aware of our professional role when working with young people, our relation to them in terms of other agencies and where our professional boundaries lie. 

It is important that we have policies in place for dealing with issues of child protection, confidentiality and disclosure that have been agreed with any project partners.  This should include a clear agreement about lines of responsibility.  All staff need to be fully briefed about their responsibilities and the policies and procedures they need to work within. 

Information about training and help with writing a policy can usually be obtained through your local area Child Protection Committee (contact details can be obtained form your local authority).

See Keeping Arts Safe, ACE October 2006

See Top tips list 
See Art and Artists toolkit for sample Child Protection Policy for a Gallery (Royal Society of British Sculptors) and Arts Council Statement on Child Protection.


Reading

Artists in Schools – a handbook for teachers and artists, NfER, 1997

Partnerships for Learning – a guide to evaluating arts education projects, ACE 1999
Learning Through Making – A national enquiry into the value of creative practical education in Britain Crafts Council, 1998

Available to download from www.craftscouncil.org.uk/ref/discover.htm
Websites

Crafts Council


www.craftscouncil.org.uk/education

Making It Work 


www.makingitwork.org.uk

AXIS




www.axisweb.org

Cockpit Studios


www.cockpitarts.com

Criminal Records Bureau

www.crb.gov.uk

Department of Health 

www.doh.gov.uk/scg/childprotect

(practical guide to The Protection of Children Act 1999)

Disclosure policies              
www.disclosure.gov.uk and www.dfes.gov.uk

The Health and Safety Executive 
www.hse.gov.uk

National Children’s Bureau
www.ncb.org.uk

Makers Guild In Wales 


www.makersguildinwales.org.uk
Formed in 1984 the Makers Guild in Wales brings together and promotes the best of Welsh talent and has established a wide reputation for quality and artistic innovation. Their website contains a list of Guild makers across Wales, including those who run regular workshops. 


Arts Council of Wales Craft Database 
www.artswales.org.uk

The ACW website con
Contains a database of makers in Wales where gallery educators can search for relevant craft people.  Craftspeople can add their details to the database.




Reading


Learning Through Making – A national enquiry into the value of creative practical education in Britain, Crafts Council, 1998


Available to download from www.craftscouncil.org.uk/ref/discover.htm


Benefits of Craft to the Learner – statement document


Dr Nicholas Houghton for the Crafts Council, 2005


Available to download from www.craftscouncil.org.uk/education 


Building Bridges: Support for Crafts in Scotland 1993-2003 


Highlighting and celebrating some of the best craft projects and craft makers supported by the Scottish Arts Council over a ten year period. 


The Scottish Arts Council Crafts Strategy, 


Available to download from www.scottisharts.org.uk





The list of Scottish Crafts Guilds giving contact details and the engage Scotland publication Creative Collaborations which featuredBig Hand, Little Hand a schools craft residency programme collaboration with Dundee Contemporary Arts and Dundee City Council; Paradise Carpet a textiles project collaboration with National Museums of Scotland, Glasgow Museums and Project Ability and; Dovetail a touring exhibition and education programme from The Travelling Gallery, which brought together contemporary arts and craft practice.


Available to download from www.scottisharts.org.uk





Websites


Crafts Council 			www.craftscouncil.org.uk


The Hub Centre for Craft		www.thehubcentre.org


Craft Study Centre			www.csc.ucreative.ac.uk 


Craft Scotland			www.craftscotland.org 


Culture Online			www.cultureonline.gov.uk


Every Object Tells a Story		www.everyobject.net


Arts Council of Wales 		www.artswales.org.uk


Scottish Arts Council		�HYPERLINK "http://www.scottisharts.org.uk/"��www.scottisharts.org.uk� 








Reading


Making It in the 21st Century - Socio-Economic Survey of Craft 2004 


Crafts Council, 2004


Available to download from www.craftscouncil.org.uk/about/survey.htm 





Websites


Photostore Online		www.craftscouncil.org.uk/photostore


AXIS				www.axisweb.org 


Cockpit Studios		www.cockpitarts.com 


Art Cymru 			� HYPERLINK "http://www.welshartscene.org.uk" ��www.welshartscene.org.uk�


Artx				� HYPERLINK "http://www.artx.co.uk" ��www.artx.co.uk�	


Cywaith Cymru 		� HYPERLINK "http://www.cywaithcmru.org.uk" ��www.cywaithcmru.org.uk�


Makers Guild in Wales 	� HYPERLINK "http://www.makersguildinwales.org.uk" ��www.makersguildinwales.org.uk�








Reading


Pupils as Makers – Craft Education in Secondary Schools at Key Stages 3 and 4 Crafts Council/ Roehampton Institute, 1998


Available to download from www.craftscouncil.org.uk/ref/discover.htm 


Developing Creativity for Learning in the Primary School - A practical guide for school leaders National College for School Leadership, 2005


Available to download from TeacherNet at www.publications.teachernet.gov.uk 


Creativity, Culture and Community - Putting the 3 Cs at the heart of learning


Creative Partnerships, Arts Council, 2003


Available to download from www.creativepartnerships.com 





Excellence and Enjoyment


DfES publications, 2003





The Curriculum in Successful Primary Schools


Ofsted publications, 2002





Creativity, Find it Promote it


QCA, 2001


Available to download from www.ncaction.org.uk/creativity 





Websites


Making It Work 				www.makingitwork.org.uk


Craft Scotland Schools Residencies 	www.craftscotland.org/schoolresidencies 


NSEAD – National Society for Education in Art & Design	www.nsead.org


QCA Schemes of Work 			www.standards.dfes.gov.uk/schemes2


Teachernet – online resource for teachers	www.teachernet.gov.uk


Cywaith Cymru 					www.cywaithcymru.org.uk


Arts Training Wales 				www.a-t-w.com


Craft Scotland 			www.craftscotland.org/residencydiarySarahKeay.html


This is a link to an online diary by jeweller Sarah Keay, one of the resident makers in our featured case study Elements of Change


					www.craftscotland.org/schoolsresidencies.html


Case study of craft school residencies across Scotland funded by the Scottish Arts Council. Elements of Change is one of these.


 					� HYPERLINK "http://www.craftscotland.org/13handsresidencies.html" ��www.craftscotland.org/13handsresidencies.html�


Series of 40 day residencies being held in schools in the Highlands as part of the 13 Hands initiative. This is the first stage of the Craft Residency project. Further funding will be sought to set up residencies in all 8 areas of the Highlands over the next three years, culminating in a major touring craft exhibition in 2007, the Year of Highland Culture.





Centre for Architecture and Design, Scotland 	� HYPERLINK "http://www.thelighthouse.co.uk" ��www.thelighthouse.co.uk�


Extensive Education programme comprising both on and off-site as well as virtual learning opportunities for students and teachers from both the formal and informal education sectors. It is Scotland-wide and European in scale and reach.Site includes The Young Designers Gallery. This gallery provides a platform for Lighthouse projects as well as highlighting local, national and international education initiatives, design shows, architectural interventions and digital interactives.





Highlands over the next three years, culminating in a major touring craft exhibition in 2007, the Year of Highland Culture.





Centre for Architecture and Design, Scotland 	� HYPERLINK "http://www.thelighthouse.co.uk" ��www.thelighthouse.co.uk�


Extensive Education programme comprising both on and off-site as well as virtual learning opportunities for students and teachers from both the formal and informal education sectors. It is Scotland-wide and European in scale and reach.Site includes The Young Designers Gallery. This gallery provides a platform for Lighthouse projects as well as highlighting local, national and international education initiatives, design shows, architectural interventions and digital interactives.





Reading


Artists in Schools – a handbook for teachers and artists, NfER, 1997





Partnerships for Learning – a guide to evaluating arts education projects, ACE 1999


Learning Through Making – A national enquiry into the value of creative practical education in Britain Crafts Council, 1998


Available to download from www.craftscouncil.org.uk/ref/discover.htm





Websites


Crafts Council			www.craftscouncil.org.uk/education


Making It Work 			www.makingitwork.org.uk


AXIS					www.axisweb.org


Cockpit Studios			www.cockpitarts.com


Criminal Records Bureau		www.crb.gov.uk


Department of Health 		www.doh.gov.uk/scg/childprotect


(practical guide to The Protection of Children Act 1999)


Disclosure policies              	www.disclosure.gov.uk and www.dfes.gov.uk





The Health and Safety Executive 	www.hse.gov.uk





National Children’s Bureau	www.ncb.org.uk





Makers Guild In Wales 			� HYPERLINK "http://www.makersguildinwales.org.uk" ��www.makersguildinwales.org.uk�


Formed in 1984 the Makers Guild in Wales brings together and promotes the best of Welsh talent and has established a wide reputation for quality and artistic innovation. Their website contains a list of Guild makers across Wales, including those who run regular workshops. 











Arts Council of Wales Craft Database 	www.artswales.org.uk


The ACW website con Contains a database of makers in Wales where gallery educators can search for relevant craft people.  Craftspeople can add their details to the database.








Making Connections Toolkit, Makers and Making, © engage 2006 www.engage.org  
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