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Abstract 

 

Handmade Outcomes:   
An Examination of the Long-Term Effects of EC-12 Art Instruction 

through the Lens of Craft Entrepreneurs’ Narratives 
 

 

Rebecca Noel Brockman, MA 

The University of Texas at Austin, 2012 

 

Supervisor:  Paul E. Bolin 

This study was undertaken to answer the question, “In a cross-section of the 

featured creative entrepreneurs from Handmade Nation:  The Rise of DIY, Art, Craft, and 

Design, what kind, if any, of art education did these full time, handmade-craft business 

owners receive in EC-12 schooling and how has it affected their adult lives as successful 

craft business owners?  In what ways, if at all, does it appear their formal art education 

led to their successful creative ventures in their adult years?”  In order to answer this 

question, a survey was conducted of a cross-section of the participants featured in the 

book (Levine & Heimerl, 2008) and film (Levine, 2009) Handmade Nation:  The Rise of 

DIY, Art, Craft, and Design about their art educational backgrounds, including what 

amount of art instruction they received in EC-12 schooling, as well as in informal or 

community settings.  Based on the survey results, four representative participants were 

interviewed. Their responses were then constructed into narratives so as to portray 

holistic portraits of their individual paths through art instruction to entrepreneurship.  In 
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doing this it was revealed that while EC-12 can be attributed with furthering the 

participants’ interest in art, and giving them a grounding in many technical skills still 

used in their daily lives, in most cases, formal art education alone has not seemed to 

provide enough training on its own to promote the participants’ future successes as 

creative business owners. It is only through the blending of the sum total of their formal, 

familial, and informal art education that successful outcomes have been found. 
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Chapter One:  Introduction 

What is the role of craft in art education?  This may seem like an easy enough 

question, on the face of it, but if you ask five different art educators this same question, 

you will most likely receive five different answers.  An examination of the role of craft in 

art education is needed, especially at this time when the relationship between the two is 

vitally important to understand.  We live in a highly technologically mediated time 

wherein EC-12 students are ostensibly replacing traditional learning goals with 

technological abilities and skills.  Consider what you read and hear about on the news:  

today’s students cannot spell, but can send a text in under 30 seconds.  They struggle to 

add double-digit numerical sequences without a calculator, but are savvy enough to e-

proxy past firewalls and web filtering software.  They seemingly cannot focus on pages 

of written text in a book for a substantial amount of time, but can actively participate in 

simultaneous conversations on the phone and instant messaging while also listening to 

the latest music, all without missing a beat.  To this environment, craft offers something 

else.  Craft presents a way to slow down and use our hands to make instead of type, to 

use our minds to create instead of multi-task, to use our eyes to see possibilities instead of 

the ghost-image after-effects of staring at lit screens for hours on end.  Additionally, the 

world of Indie-crafts and DIY culture offers an alternative to the institutionalized art 

world.  It accepts anyone who makes things, not just the elevated few who catch the eye 

of the critics.  And the popularity of this “new wave” of craft culture is showing no signs 

of slowing down.  As crafters in recent years have moved their campaign to the Internet, 

web sites such as the leader of the pack Etsy.com, who are devoted to helping crafters 

gain visibility while providing them with a built-in marketplace, are becoming 

increasingly popular as an alternative to traditional corporate-based consumer venues.  In 
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this troubled economy where traditional markets are posting record losses, web sites such 

as these are posting notable economic gains and growth.  Whereas craft was once an 

embattled word, almost even a dirty word in circles of artists and makers alike, now 

many makers proudly wear the label of crafter1, almost as though that once scarlet letter 

is now chic to have emblazoned upon one’s chest.  However, the role of craft in the art 

world, much less in the world of art education, has been heavily contested for at least the 

last century, coming up against numerous arguments and derision (Brown, 2008; 

Collingwood, 1938).  But in the face of economic facts such as these that simply cannot 

be ignored, the role of craft in both the art world and in art education begs to be 

examined.   

This is especially the case when you look a bit deeper at the personal stories 

behind that growth.  On Etsy, there are several blogs dedicated to helping their sellers 

achieve success, but one in particular exists purely to promote and inspire the dream of 

living solely from the proceeds of your Etsy shop.  Aptly entitled “Quit Your Day Job,” 

this blog is filled with page after page of interviews with successful sellers who have 

managed to do just that – quit their 9-5s of corporate dreariness, and turn their crafting 

into a full blown career.   

There is even a book profiling crafty sellers – some of whom even manage to do it 

full time – while simultaneously capturing a nationwide snapshot of the Indie-craft and 

DIY Movement.  This book is called Handmade Nation:  The Rise of DIY, Art, Craft, and 

Design by Faythe Levine and Cortney Heimerl (2008).  The book is designed as a 

companion piece to the documentary by the same name, but both are filled with 

interviews of flourishing crafters talking about various aspects of their businesses and/or 

                                                
1 This statement is based on a community forum comment thread from Etsy.com.  Please see the references 
list at the end of this document for this entry.   
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about the Indie-craft and DIY movement.  Skimming through this blog, thumbing 

through this book, watching this movie, and thinking about these thriving crafters, I 

wondered:  What role, if any, did art education play in the development of these crafty 

entrepreneurial enterprises?  This question struck me, as I am a pre-service art teacher, 

but also because I identify as a crafter as well.  I am part of that Handmade Nation, 

although not part that was recognized in the book and documentary.  I am part of the 

“handmade movement” as Etsy calls it, or the “Indie-craft movement” as dubbed by 

Levine (2008).  I have yet to find the reliable remunerative success that these featured 

sellers have, but I am still in it.  So I turned the question to myself:  What role did my 

collegiate art education have in my preparation for owning and running my own small, 

handmade jewelry business?  For that matter, what role did my high school art education 

have in all this?  And what about my elementary school art education?  The answer I 

came up with was not very encouraging:  a very small role was all I could credit my art 

education with, especially my EC-12 art education.  The primary thing it gave me was a 

desire to keep making art as well as provide a wake-up call that I could actually center 

my life on that making.  Initially this seemed like a bit part in the larger drama of my 

artistic development.  However, when I thought about it more deeply, the role of art 

education providing my awakening to a life of creativity seemed of monumental 

importance.  But was my educational past comparable to the people who were 

participating in these blogs, books, and movies?  I wondered.  What exactly is the link 

between craft entrepreneurial success and EC-12 art education?  

And, how could I go about answering this question?  I finally decided to attempt it 

thusly:  by studying the potential outcomes of EC-12 art education, through the lens of 

those recognized in Handmade Nation:  The Rise of DIY, Art, Craft, and Design by 

Faythe Levine and Cortney Heimerl (2008). 
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CENTRAL RESEARCH QUESTION 

In a cross-section of the featured creative entrepreneurs from Handmade Nation:  

The Rise of DIY, Art, Craft, and Design, what kind, if any, of art education did these full 

time, handmade-craft business owners receive in EC-12 schooling and how has it 

affected their adult lives as successful craft business owners?  In what ways, if at all, does 

it appear their formal art education led to their successful creative ventures in their adult 

years? 

PROBLEM STATEMENT 

This study has provided some information about how art education affects the 

lives of individuals beyond school.  It also addressed Brent Wilson’s (1997) 

admonishment that the outcomes of art education are “an important area of art 

educational research that has been largely neglected.  That is to say, when it comes to 

achieving the goals of art education, the bottom line is what individuals, of their own 

volition, do in the art world” (p. 18).   

Another problem in art education that my study addressed is the perspective with 

which craft is viewed in art education, namely that it is seen derogatorily as a way to 

better learn to follow directions rather than to become more creative (Brown, 2008). This 

idea is in fact so entrenched that it is blatantly stated in Brown’s article, which is part of 

the Region XIII recommended reading of the fine arts module in preparation for the EC-6 

Generalist teacher certification exam in the state of Texas (Student Experimentation & 

Exploration in Creative Expression, n.d.).  Specifically, Brown draws the following 

distinction between art and craft while offering a word of caution to parents: 

The bottom line is that parents need to remember the basic difference between 
arts and crafts.  Art is spontaneous.  Craft follows steps to produce a specific 
outcome.  Art encourages creativity.  Crafts are good ways to practice following 
directions. (last para.) 
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The argument I make here is that craft provides not so much a set of steps to 

follow towards a set destination or product, as it does open students to a world of non-

traditional and often maligned media and ways of working that offer an alternative to the 

institutional Western art perspective.  Often these media and ways of working have been 

aligned with women, foreign cultures, and/or other underserved populations that are only 

recently receiving more attention and inclusion in typical art curriculum; teaching craft, 

then, dovetails neatly with such topics (Sanders, 2004).  In short, this study in part argued 

that teaching craft is not to the detriment of the student or the curriculum, but instead 

brings to the table the extreme depth and breadth that the world of creative making has to 

offer, be that in the making of art, craft, design, or something that is yet unnamed.  

BENEFITS TO THE FIELD OF ART EDUCATION 

As the current economic recession has begun to affect local school districts, 

school boards are left looking for ways to trim budgets.  Invariably, the “special” areas of 

art, music, theater, and dance are often – and in some districts, have been once again – 

identified as areas in which the removal of teaching staff could provide extra money for 

the district (Bolin, 2009, personal communication).  Without established arguments to the 

contrary, there has been little done to stop this from happening.  This study could support 

the formation of a current economic argument for art and craft education in high schools, 

without having to rely on arguments, reasons, or promises of future employment from 

industry or the institutionalized art world.   

DEFINITION OF TERMS 

Art Education – Although the term “art education” usually is used to refer to the 

field of study surrounding the teaching of art in school and other contexts, in this study I 

have chosen to expand the usage of this term to also include the act of education in art 
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that occurs formally and informally.  When I refer to differences between formal art 

education and informal art education, I am most specifically referring to whether or not 

the act of art learning occurred as part of a regular EC-12 or collegiate curriculum, rather 

than the more informal contexts of learning art at home, in community settings, in one-

on-one lessons, or in any other of the myriad settings where art learning can occur.  

Further definitions of informal art education will be presented in later chapters of this 

study.   

Crafts – Although this term defies simple definition, for the purpose of this study, 

craft has been determined as objects that are created using skills learned and honed over 

time.  Simple assembly of bought components (i.e., objects constructed from purchased 

kits) does not fit this description; however, for example, intricate bead weaving of 

original designs would fit this definition, even though the beads are purchased.  Crafts 

can be taught in any number of art educational realms, from formal to community, to 

self-instructed.  Crafting is used as the verb form referring to the process of making these 

objects.  

Crafter – As opposed to craftsperson, the Indie-craft collective as a means of 

personal identification has seemingly latched upon this moniker, or so a tour through the 

internet-based DIY and indie-craft world would have you believe.  However, a quick 

survey of individuals’ feelings about this term will reveal that it is still a contested term 

and identity.  Nonetheless, this term has connotations of a certain aesthetic that is in 

keeping with Indie-crafts and DIY.  The undertaking of formal art education is not a 

necessity in claiming this title. 

Craftivist – This term was coined by Betsy Greer (2008) and refers to a crafter 

who combines their craft making with political and activist goals.  Usually a craftivist is 

not seeking to make money selling their wares, but to make social impact, which will 
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lead to social change or at least awareness through their work or their process, or both. 

The undertaking of formal art education is not a necessity in claiming this title. 

Indie-crafts – For the purpose of this study, I have used Faythe Levine’s (2009) 

definition of Indie-crafts, which is any crafter who is making one’s own products by hand 

from their own designs, and selling them in a non-corporate structure.  Very similar in 

definition to DIY, the only difference being that Indie-crafters as a term is definitely 

rooted in craft-making, whereas DIY does not necessitate craft, simply the making of 

useful objects by hand or at least by one’s own self. The undertaking of formal art 

education is not a necessity in claiming this title/membership of this group.   

DIY – An acronym for the phrase, “Do It Yourself,” this term is not reliant on 

craft, instead referring simply to the movement of and/or to someone who hand-makes a 

functional object, which can even be for sale.  The undertaking of formal art education is 

not a necessity in claiming this title. 

Alt-crafts – This term is one of Bruce Metcalf’s (2008) and is derived from 

“alternative-crafts” and refers to any non-conventional craft, wherein the people involved 

refer to themselves as crafters, Indie-crafters, DIY-ers, or craftivists or any subset thereof.  

It has been used here as an umbrella term that subsumes anything apart from the 

mainstream.  The undertaking of formal art education is not a necessity in claiming this 

title. 

Creative Entrepreneur – In this study a craft entrepreneur is one who has set up 

a business selling his or her own handmade products, some of which are grounded in a 

craft medium or tradition, regardless of whether they define themselves as crafter, indie-

craft, DIY, craftivist, or artist.  The undertaking of formal art education is not a necessity 

in claiming this title.  
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Craft Mediums – For the purposes of this study, craft mediums will be those 

most commonly identified as belonging to the craft world, either mainstream or alt-crafts.  

These include textiles and fiber arts, fine metals and jewelry, glass, wood, and ceramics.  

This definition will remain the most flexible however, as handmade clothing, plastic 

goods, printmaking, and photography are sometimes included under the umbrella of 

“craft” as well; however, their inclusion is not consistent, and various sources will argue 

about their presence as a craft medium.  

Mainstream Craft – This title frequently refers to individuals laboring in craft 

mediums that have been studied formally and usually rather extensively as such 

education is one of the hallmarks of mainstream craft.  These crafts include items that, 

although identified as craft, have made their way into gallery or museum collections.  

Hard fought and not easily dislodged, this group as a whole tends to have conflict with 

the Indie-craft, DIY, and craftivist movements as their work goes against what limited 

legitimization as Art they have managed to achieve.   

Art – Although the question of “what is art?” has been and will be discussed for 

time ad memoriam, for the purposes of this study, art will be anything that is given 

validation as such through the galleries, museums, and critical writings of the 

institutionalized art world.  This includes, typically, paintings, sculpture, some 

printmaking, and occasionally photography.  Usually, most producers of art, called 

artists, have undertaken some degree of formal art education.  

Institutionalized Art World – Arthur Danto first coined the term and described 

the art world as “the provider of an operational theory of art that participants use to 

distinguish art from non-art”(Irvine, 2008, p. 1).  Pierre Bourdieu described the art world 

“as conditioned or determined by social and economic lived positions, requiring 

knowledge and ownership of cultural capital as part of social class identity, the theory or 
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concepts of art following learned professional and social class distinctions” (Irvine, 2008, 

p.1).  For the purposes of this study, I have used a combination of these two definitions.   

LIMITATIONS OF STUDY 

Individuals chosen to survey for this study were those whose work was featured 

in the Handmade Nation (Levine & Heimerl, 2008) book and/or documentary.  

Individuals chosen for in-depth interviews were chosen because they (a) own(ed) an 

active craft business that is (was) their primary source of income that they started from 

scratch wherein they handmade and sold their crafts of their own design; (b) responded to 

the survey, including the last question wherein they agreed to be interviewed further.  

Participants were not chosen based on positive responses about a connection between 

formal art education, as I was equally interested in analyzing when formal training does 

not make an impact, as well as when such formal education does occur.  

RESEARCH METHODS 

I executed a multiple case study wherein I examined the similarities among the 

craft entrepreneurs profiled in both the book and film version of Handmade Nation.  This 

case study is comprised of surveys, and interviews who were then crafted into narratives.  

I started by sending a survey to all of the craft entrepreneurs that were profiled in both the 

film and the book, asking questions like:  “What sort of craft ‘education’ did you receive, 

and from whom; did it occur in school, from a family member, a friend, on-line, etc.; and 

did your formal art education have anything to do with your choice/decision to become 

an entrepreneur?” (See Appendix B for a complete list of survey questions.) From the 

replies to these surveys I chose four entrepreneurs to be interviewed further, one as 

representative of each archetypes that the participants chose from in the first question of 

the survey; the archetypes the participants were asked to chose from were “corporate-
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world-eschewing art school grad,” “laid-off corporate drone turned online craft diva,” 

“soccer mom by day, craft entrepreneur by night,” and “craft world, here I come!”  My 

aim in choosing the interviewees was to find a wide range of educational backgrounds 

and therefore links to art education.  These interviews were conducted either in person, 

on the phone, via Skype, or through email, as time and budgetary constraints allowed.  

From a combination of the survey results and interviews, narratives were crafted for each 

of these four participants into a readable and engaging format that offers a holistic 

portrayal of each crafter’s journey from their earliest art education to creative 

entrepreneurship.  My findings were drawn from the most prominent and recurring 

themes found in both the survey results and the narratives.   

CHAPTER SUMMARY 

In this chapter, I have introduced this study, detailing the impetus and need for 

this study, found in the lack of data about outcomes of art education as well as the general 

negative attitude towards and misperception of the role of traditional and DIY-type crafts 

in art education.  After stating my specific research question, I also outlined the 

limitations of this study, and briefly reviewed my research methods used in conducting 

this investigation.  In the next chapter, I provide a review of literature as the sound basis 

of academic research that went into this study, forming my ideas and opinions about 

various topics to be discussed in future chapters.   
 

 

 



 11 

Chapter Two:  Review of Literature 

CONTENT 

For many people, art is seen as something that is separate, distinct, and apart, not 

having an “integrated place within a wide range of expressive behaviors” (Wali, et al., 

2001, p. 213).  “Others scoff that art is a kind of pretentious folderol that most people 

quite obviously manage to live without” (Dissanayake, 2008, p. 61).  Indeed, for many, 

“art is a word so contaminated these days by hype, misunderstanding, and sales talk” 

(Lacayo, 2011, p. 57) that many shy away from it altogether.  Furthermore, focus groups 

have found that people only consider something “art” once it has been validated and 

associated with formal arts venues, such as museums or galleries (Jackson, 2008).  

Unfortunately, many of these formal art venues employ “an institutional voice that 

blocks, obscures, and brushes over the truth” (Street, 2011, p. 2) as they dumb down texts 

about art to jargon filled one-liners and hollow clichés, thereby “imply[ing] a separation 

in levels of understanding between the institution and the visitor” (Street, 2011, p. 2).  

Street (2011) goes on to point out that this is then “proving Kurt Vonnegut’s almost-

instinct almost true:  modern art is a conspiracy between artists and rich people to make 

poor people look stupid” (p. 2).   

Informal arts offer a different perspective to this art world that is “bristling with 

degrees from Yale and Cal Arts and hundreds of other academies” (Lacayo, 2011, p. 54) 

as they encompass a “whole universe of different ideas and esthetics” (Anderson & 

Gómez, 2010, p. 58). Sometimes referred to as amateur arts, vernacular arts, or outsider 

arts, the informal arts engage people in ways that sometimes even the participants 

themselves may not see as “art,” at least not in the official context in which we have 

come to know it.  The current state of Indie-crafts and DIY definitely fits neatly under 
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this umbrella of the “informal arts.”  Comprised of creative endeavors as diverse as 

community craft fairs, impromptu knitting circles in bars and coffee shops, and the craft 

projects made by Girl Scouts during troop meetings, the informal arts can have as many 

definitions as the activities they include.  Wali, Marcheschi, Severson, and Longoni 

(2001) offer a solid definition of the informal arts:   

The informal arts are characterized and distinguished by their overall accessibility 
as vehicles for artistic expression, by the self-determining nature of individuals’ 
participation, and by the generally noncommercial nature of the activities.  
Although the informal arts quite often involve amateurs, it is the setting and 
nature of the activities themselves, rather than the training or proficiency of those 
involved that render them “informal.” (p. 216) 

The fundamental points to take away from this definition are the “self-determining 

nature” of the participants, in that they choose to engage with these activities outside of 

any larger affiliation with the art world; the “noncommercial nature” as these activities 

are not generating revenue or conducted as a business; the setting of the activities is 

usually roughly defined, ad hoc, and unsanctioned by mainstream art standards; and 

lastly, that it is easily accessible, both for those wishing to make art and for those 

choosing to engage with others’ creations.    

The reality is that millions of Americans maintain a regular engagement with the 

informal arts, but these activities are mostly unacknowledged and hidden from 

government and private sector agencies (Chicago Center for Arts Policy, 2002).  

However, it is precisely the informal nature of these arts activities that encourages people 

to participate as they can do so without fear of being judged or looking out of place 

(Wali, et al., 2001).  A “philosophy of inclusion permeates the activities” (Wali, et al., 

2001, p. 224) of the informal arts; it is no wonder that people respond to this positively. 

Faythe Levine and Cortney Heimerl’s (2008) book and Faythe Levine’s (2009) 

documentary by the same name, Handmade Nation:  The Rise of DIY, Art, Craft and 
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Design, captures the people, culture, ethos, and energy of this emerging new craft culture, 

and indeed, the permeating “philosophy of inclusion” found in this culture.  Providing the 

inspiration for and backbone of this study, this book and film showcase an alternative to 

the institutionalized art world, wherein the focus is on making what you want, how you 

want, out of whatever you can while helping others do the same, and maybe even making 

the world a better place in the process.  Both the book and the documentary provide the 

perspective of the craft entrepreneurs in their own words and usually in their own space.  

The book also contains short essays by some of the entrepreneurs or other prominent 

figures in the craft/DIY world, such as Andrew Wagner who is the Editor of American 

Craft journal.  These essays touch on a range of issues pertinent to this culture, such as 

definitions of craft, Internet influences and aids to crafting, and activism through crafting.  

By digging a little deeper into these people’s lives and analyzing the link between their 

successes and their formal art education, we can potentially brainstorm for possible 

improvements in EC-12 art education that could provide expanded life and vocational 

opportunities as well as a more meaningful impact on economic futures of students.   

Improvements in the understanding of crafts and craft-based curriculum definitely 

need to be made, judging from the Region XIII recommended reading in preparation for 

the Fine Arts module of the EC-6 Generalist exam (Student Experimentation & 

Exploration in Creative Expression, n.d.).  The link from their online review guide sends 

the reader to the “Fostering Creativity” page of a website for the company Bright Ring 

Publishing.  From here there are links to articles with encouraging titles, such as 

“Fostering Creativity” and “Raising Young Artists.”  However, even a cursory reading of 

most of the articles listed here uncovers a hearty bias against crafts.  This is most evident 

in Brown’s (2008) article, “Raising Young Artists.”  There are multiple quotes in this 

article equating craft with being focused purely on an end result and not requiring 
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creativity, such as the quote included in the Problem Statement section of this study.  

MaryAnn Kohl, the author behind the Bright Ring Publishing Company and website, is 

quoted in this article:  

Art is a creative process, not a pre-planned product . . . . Picture the difference. A 
child is given cotton balls, glue, scraps of paper, and a paper plate.  These 
materials will become part of a creative experiment for a child, as they manipulate 
and explore the possibilities.  There is no planned design or product.  However, if 
someone were to require the child to make a bunny on the paper plate from a pre-
designed bunny that is shown to the child as the example to follow, all creativity 
is lost and the project becomes craft. (Brown, 2008, 4th para.) 

Unfortunately, if every article or book that approached the topic of craft with 

derision were presented here, this study would swell excessively beyond its boundaries 

and be about little else.  However, one of the most notable arguments against craft is an 

absolutely required inclusion in this review of literature as it is the seminal argument 

sidelining craft and trying to remove it from the art world altogether.  R.G. 

Collingwood’s (1938) chapter “Art and Craft” in his much lauded Principles of Art 

attempted to set forth a complete aesthetic argument as to why, “it is necessary to 

disentangle the notion of craft from that of art proper” (p.15).  His highly organized 

approach to the discussion is bold in its statements and presumptions, even going so far 

as to attempt to invalidate Socrates’ thoughts on the matter.  Clearly his argument has, 

however, stood the test of time as it is still referenced again and again in more recent 

writings on the art vs. craft debate and included in anthologies of vitally important craft 

readings (e.g., Adamson, 2010a; Greenhalgh, 1997; Mounce, 1991).  

It is this argument that is influencing college art departments across the country to 

remove craft-associated mediums and indeed the very word “craft” itself from their titles, 

as Metcalf (2007) shows in his essay Craft Education:  Looking Back, Looking Forward.  

Taken from a speech he gave at the 2007 National Council on Education for the Ceramic 
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Arts (NCECA), Metcalf discusses the decline of craft instruction at the college level with 

palpable lament, citing the situation at Carnegie-Mellon University as his primary case in 

point.  Metcalf relates this direction of higher art education to the “intellectual trend” 

from the late 1950s and 1960s wherein crafters like Peter Voulkos, Wendell Castel, and 

Lenore Tawney shifted away from craft and towards sculpture, as “they wanted to make 

art-with-a-capital-A” (p. 2). Metcalf follows with his own grim recollection and concern:  

“We all wanted to be artists, regardless of the repercussions.  Now, with the 

consequences taking shape, we might collectively wonder if all that art-envy was such a 

good thing” (p. 2).  But, for the purposes of this study, his most salient point comes in the 

telling of his personal discovery of craft, as he reveals that he “came upon jewelry by 

happenstance 37 years ago at Syracuse University, and the encounter changed my life.  I 

want to know that exactly the same life-altering experience remains available for the next 

generation, and the one after that” (p. 2).  I had a startlingly similar experience; as an 

undergraduate studio art major, I signed up for a fine metals class as a last resort when 

the painting classes I wanted filled up before my registration time.  I fell in love with 

metals and never took another painting class, knowing that I had found a medium that 

would keep me engaged and intrigued for years to come.  It truly was a life-changing 

experience, directly contributing to every aspect of my life since then, including the 

choice of topic on which to do this study.   

While Metcalf provides his opinions, disappointments, hopes, and ideas for 

directions for the future of craft education, Marcia Manhart (1990) presents a history of 

the relationship between American education and the present-day craftsperson in “The 

Emergence of the American Craftsman – á la BA, BFA, MA, and MFA.”  She diligently 

traces art education history to before 1900, at which time art school simply didn’t exist as 

we recognize it now.  Manhart (1990) provides the demand in the U.S. for beautiful home 
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furnishings made popular through the Arts and Crafts movement as a primary motivation 

for the emergence and existence of collegiate art schools in this country.  She also 

highlights the dramatic changes in collegiate American art education due to the 

immigration to the U.S. of 717 artists from the Bauhaus movement between the years 

1930-1945; specifically, the immigration of Eliel Saarinen, Josef Albers, and László 

Moholy-Nagy is attributed with changing art education in this country dramatically.  She 

goes on to show how the American craft movement since WWII owes its existence to the 

expansions in education due to the GI bill, providing us with numbers like the following:  

in 1940, total college enrollment was 1,494,000 and by 1947 it had increased to 

2,338,000; of that number 1,122,000 were in college as a direct result of the GI Bill.  

Between the years 1945 and 1956, the 100 or so clay programs in colleges and 

universities had more than doubled in number.  And between the years of 1951 and 1961 

cultural spending in America had increased by seventy percent (Manhart, 1990).  

Most interestingly, Manhart (1990) echoes Metcalf’s personal story of stumbling 

into craft during college as she tells us that “students often discovered new mediums such 

as clay, glass, fiber, or precious metals accidentally, for their response was usually 

emotional or naïve” (p. 25).  By the end of her essay, however, the possibility of this 

happy accident occurring for future students seems grim indeed as she details the 

bureaucratization of higher education that has driven away talented artist-educators as 

well as a shift in priority wherein the artist as a mentor and educator is no longer as 

desirable and may in fact be perceived as a threat.  She also describes the students of the 

late 1980s or early 1990s – when her essay was researched and written – as not being of 

the same caliber as their forebears, being instead overly focused on monetary gains and 

career opportunities, despite having had more exposure to art training in their compulsory 

EC-12 education.   
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However, the fact that there were still students in art, albeit not as many as in 

previous years, speaks to the outcomes of EC-12 art education, which is a primary 

concern of this study.  Vincent Lanier wrote about the purposes of art education in his 

1972 article “Objectives of Teaching Art.”  Lanier (1972) points out that throughout the 

history of the field of art education the objectives have been conceived after the 

curriculum, rather than shaping the curriculum around the objectives of our teaching.  He 

then goes on to briefly list many of the past historical objectives used to justify the 

teaching of art, starting with the mid-1800s largely economic and industrial objectives for 

training art skills, and ending with the late 1960s objective of teaching art to increase 

students’ sensitivity to their surrounding, primarily urban, physical environment. He then 

follows this descriptive history with a brief and scrutinizing assessment of the value of 

each objective, trying to cull the useable portions of each theory while also revealing 

their inconsistencies and contradictions.  This provides an adequate historical grounding 

for the purposes of this study as it tries to draw vague outlines for new objectives 

surrounding emerging entrepreneurial opportunities in the DIY or Indie Craft world.   

Lanier provides even more in-depth historical grounding for this study through his 

1975 article of a similar title, “Objectives of Art Education:  The Impact of Time.”  He 

again leads us down the path of historically recounting various objectives of variable 

quality and credibility for the teaching of art.  However, in this article Lanier points out 

that art curriculum has changed very little between the writing of this article and 40 years 

prior, with the artist and studio processes still serving as the primary model for the art 

room.  He goes on to state that, “perhaps the only significant curriculum change has been 

the virtually universal acceptance of the crafts (ceramics, printmaking, jewelry, textiles, 

graphic design and others) as art processes fully as honorific as the traditional studio arts 

of drawing, painting, and sculpture” (p. 184).  This is one of the rare times that craft is 
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referenced as being an equally deserving part of art education and spoken about with any 

sort of positive light.  Perhaps this owes to Lanier’s personal position of seeing art as a 

way to make social contributions and changes, which is an objective with which craft has 

always been in keeping (Black & Burisch, 2010; Boris, 1986; Metcalf, 2008; Sanders, 

2004).  The final section of this article is of further importance to this paper as it makes 

predictions for future objectives and directions of art education.  Lanier sagely points to 

trends that have indeed come to pass as he warns that “a recession-plagued future can 

well mean an even further curtailment of our already meager educational investment in 

the visual arts on the local level” (p. 185).  This adds weight to this study’s attempts to 

construct a financial argument for the keeping of art education and, more specifically, 

craft in art education.  

In more recent years, outcomes of art education seem to be centered on learning 

that is applicable to other subject areas, as is demonstrated in Karen Hamblen’s (1997) 

article, “Theories and Research that Support Art Instruction for Instrumental Outcomes.”  

Hamblen presents her readers with a list of outcomes that are often lauded by art 

educators speaking in defense of art education, without offering any substantial evidence 

to support these claims of instrumental outcomes.  Such outcomes include critical 

thinking, creative behaviors, lowered absenteeism, and improved social relations, to name 

a few.  This article is structured so that the assumptions of outcomes are discussed first, 

followed with rationales for why those assumptions exist, and finally backed up by 

research and programs that demonstrate such outcomes. She does, however, end the 

article with the conclusions that even though such outcomes can be achieved and 

supported, art should not be taught purely for these reasons, and that these outcomes are 

best demonstrated when the “art program exists in its own right” (final para.).  Hamblen 

admits upfront that concerns among art educators regarding teaching art purely for non-
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art outcomes are plentiful and not without their place.  Such are the concerns of writings 

like this in regards to this study – teaching art should have outcomes of its own, not 

merely existing in support of other types of learning.  And studies such as this are needed 

to determine as precisely as possible the nature of these outcomes.   

Studies and scholarly writings surrounding craft topics have been increasing in 

recent years (Adamson, 2010b). It is hoped that this study will be a welcome addition to 

the written examination of the mainstream craft culture and emerging shifts and 

developments within that culture, but first attention is turned to existing writings as 

grounding and precedent.   

The best place to start for grounding and precedent is in an understanding of the 

history of craft.  Nowhere is a more concise history found than in Paul Greenhalgh’s 

(1997) chapter, simply entitled “The History of Craft.”  One of the most important 

tracings of how craft came to be what it is, this chapter is simply a required inclusion for 

any thorough reading of craft topics.  He introduces the topic with a debate about the 

word “craft” itself, and traces its meaning as it has changed throughout the years, starting 

in 1729 with the definition of “shrewd.”  He does admit that the ambiguity attending the 

word “craft” has been used to the advantage of both writers and makers, as anyone can 

make the word mean what is most convenient for the current moment.  The most self-

servingly interesting part of this lengthy history occurs when he arrives at the twentieth-

century.  Herein Greenhalgh states that everything having to do with craft in this century 

derives from three basic elements:  decorative art, the vernacular, and the politics of 

work.  He also discusses the “transmutation of craft into a major class within a new 

system of the arts” (p. 38) as being a process that began with the Arts and Crafts 

Movement but was solidified after WWII; however, it was a class only in relation to other 

classes, namely those of art and design.  “The difference was in the attitude to work, 
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labour, politics and art,” (p. 39) he says of the division of the three parts into separate 

classes, with craft situated at the bottom of the hierarchy.  He also alerts us to the reality 

that only in the twentieth century did the concept of a designer come to be seen as 

someone who was a professional overseeing the process of manufacture from start to 

finish, becoming inextricably bound with notions of industry and mass production and 

utterly separate from the way artists and craftspeople were perceived.  Another startling 

occurrence happened after WWII wherein the notion of art was divorced from concepts 

surrounding the physicality of making objects, thus rendering craft as something else, 

something separate.  Peter Dormer (1997) summed up this occurrence eloquently in the 

introduction to Greenhalgh’s chapter:   

The separation of craft from art and design is one of the phenomena of late-
twentieth-century Western culture.  The consequences of this split have been quite 
startling.  It has led to the separation of ‘having ideas’ from ‘making objects’.  It 
has also led to the idea that there exists some sort of mental attribute known as 
‘creativity’ that precedes or can be divorced from a knowledge of how to make 
things.  This has led to art without craft. (p. 18)   

Dormer was one of the most prominent scholars of craft in the 1990s and as such 

this review of literature would remain incomplete without including at least one of his 

writings here.  And what better piece for this study than his “The salon de refuse?” 

introductory chapter of his important collection of essays entitled The Culture of Craft:  

Status and Future (1997).  In this chapter Dormer attempts to ferret out exactly how and 

why craft became something outside of and apart from art, which aids this study 

immensely as the DIY/Indie-craft movement is seen as existing outside of craft, and so 

then doubly removed from art.  Dormer starts this chapter with a discussion of the 

Bauhaus artists and their underpinning of craft in everything they did, however, “while 

generally craftsmanship at the Bauhaus is acknowledged, it is also downplayed as though 

it were an intellectually inconvenient fact of design history” (p. 3).  This leads into a 
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discussion of the intellectual argument against craft that presided over much of modernist 

thinking: 

The questions tempt and beguile us with their implicit answers:  why should art be 
this?  Why does art need craft?  Why make something when you can find a ready-
made and present it as art?  It is your ability to choose and select, not your ability 
to make, that marks you as an artist, as a connoisseur.  Why have the object at all?  
And in the face of these questions craft in art collapsed.  Craft just seemed so 
tedious because it was almost inelegant in its demands. (p. 3)  

Arguments such as this left the object makers with the “salon de refuse of low status” (p. 

4).  In amongst his own arguments and discussions, he weaves information from the other 

chapters in the book as a means of introduction.  He gives us multi-page definitions of the 

terms “craft,” “design,” and “technology,” in each case still leaving the reader with a 

hazy concept of each term, but an understanding that there is no single, one-line 

definition for any of them.  Dormer finishes his introductory chapter with a discussion of 

the role of rhetoric and writing in the world of craft, as writing carries a certain 

intellectual weight, giving credence to its subjects by its simple existence.  However, 

Dormer admits he does not believe that any amount of writing will change the minds of 

anyone disinterested in the culture of crafts – indeed, the writing may be simply for the 

members of the “salon.”   

In his chapter “Moving Beyond the Binary,” James Sanders (2004) discusses the 

separation of art and craft in terms of whom that separation serves.  Sanders discusses the 

craft vs. art issue as one of social class separation, propagated by the wealthy and elite 

classes who consume “fine art” and the museums who serve them, whereas craft remains 

accessible for everyone else.  He continues this discussion of craft as a social critique 

with a list of demands regarding craft’s proper place and function within the 

institutionalized art world.  Sanders (2004) also touches on how craft seems to be seen as 

“lesser art” in primary and secondary art education.  He then discusses craft and its role 
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in various contemporary social issues such as women’s studies, racial identities, and 

queer theory.  His examination of craft and its role in women’s studies is of particular 

interest to this study as every crafter profiled in Handmade Nation is female, thus 

prompting discussion of the long associated connection between craft and “women’s 

domains” of home and hearth.  Sanders (2004) ends his chapter with an adamant call for 

a new craft aesthetic that must be answered to ensure craft’s enduring place in the art 

world.   

In more writings for the “salon,” but hopefully for larger audiences as well, Paula 

Owen’s (2004) chapter “Labels, Lingo, and Legacy:  Crafts at a Crossroads” examines 

how craft became separate from art, and how to approach the topic now that art and craft 

seem to be blurring lines anew.  Owen begins by discussing the ambiguity of the word 

“craft” and the varied confusion this ambiguity causes in not only the craft world, but 

also in art education and the larger art world.  Owen also delves into how craft and art 

have been handled through history as changes have occurred in the way objects are 

valued.  The chapter touches briefly on how universities expanded art departments after 

WWII to include crafts such as ceramics, fibers, metals, etc., thereby firmly planting the 

craft establishment in the world of higher art education.  However, the college graduates 

from this time that went on to teach art continued to perpetrate the abiding divisions 

between art and craft, thereby indoctrinating a new generation of would-be artists and 

craftspersons.  It is with lament that Owen addresses the lack of a unifying ideology 

within the craft establishment and ends her chapter with a discussion of the “crossover” 

between art and craft and warns that “people who value the craft arts stand at a 

crossroads, and it looks like we might scatter in different directions” (p. 33).  Seeing as 

this essay was expanded from two other essays written in the mid-1990s, one could say 



 23 

that this scattering has already happened, and the DIY and Indie-craft movement of 

recent years is just one of the directions that scattered away.   

A closer examination of what the indie craft and DIY world is all about is 

definitely needed for this study.  Even the briefest of examinations of the indie craft and 

DIY world as viewable on the Internet will reveal a few tenets critical to understanding 

the ethos of this movement, the most important of which is the role of community.  This 

idea of community is hugely important to the current craft movement, both as a support 

system and as an essential component to what it means to be an indie crafter (Levine & 

Heimerl, 2008; Metcalf, 2008; Reighley, 2010; Society for Contemporary Craft, 2010).  

The casual observer will also find it apparent that there are overtones of political 

motivations, usually in the form of promoting awareness of environmentalism (Society 

for Contemporary Craft, 2010).  And finally, one may notice that commerce plays an 

undeniable role, usually in the form of entrepreneurialism, but also in the encouragement 

of others to direct their consumerist impulses towards the realm of the handmade and 

away from the corporate and mass-produced items (Handmade Consortium, 2007). 

But if one were to dig more deeply, another underpinning political motivator may 

begin to overshadow the rest:  the desire to actively work in opposition to mass 

production, corporations, and big box style marketplaces (Knight 2009/2010; Levine & 

Heimerl, 2008; Metcalf, 2008; Reighley, 2010; Society for Contemporary Craft, 2010; 

Stevens, 2009; Williams, 2009).  This, above all others, is a primary element to what it 

means to identify with the indie craft and DIY culture.   

According to multiple sources, entrepreneurialism certainly appears to be a 

central component of this new craft culture (Ellmeier, 2003; Levine & Heimerl, 2008; 

Metcalf, 2008; Reighley, 2010; Williams, 2009).  This could be a hold-over from the 

modernist studio craft practices wherein commerce was an implicit part of the culture 
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(Hickey, 1997; Greenhalgh, 1997) but it could also be purposefully included as part of 

the new craft culture’s ethos.  Yet so much of what it means to be a DIYer or indie crafter 

has grown out of ideas of working collectively for change and rejection of the traditional, 

corporate commerce structure of mainstream America.  However, most indie crafters 

seem to understand that working for this sort of change can still happen within a capitalist 

system.  The interconnectedness of commerce with their handmade wares is a seemingly 

inherent part of this movement, the only exceptions being that of craftivism, which is 

done for social consciousness and awareness (Greer, 2008), and yarn bombing, which is 

sometimes done as a means of political activism but is also done simply for the sheer joy 

of the medium (Moore & Prain, 2009).   

The beginnings of the current handmade movement can be described as murky at 

best.  It partially arose from the punk DIY ethic and aesthetic of the 1970s and 1980s, 

wherein mostly those engaged in the punk music subculture took it upon themselves to 

make meaningful work with limited means and without corporate financial backing, 

producing their own albums on homemade four-track recording systems (Spencer, 2005).  

The Riot Grrl movement of the mid 1990s also used DIY methods in spreading their 

third-wave feminist message of female empowerment, as they produced their own music 

and zines to subvert the dominantly male music production industry (Belzer, 2000; 

Pentney, 2008).  Some even give partial credit to Martha Stewart’s rise to fame in the 

1980s and 1990s for reinvigorating interest in crafting (Reighley, 2010).  She encouraged 

her followers to learn craft techniques, guiding them through step by step with clear, easy 

to follow, detailed instructions, however her projects were still lacking edginess and 

urban cool (Reighley, 2010).  Other forerunners of the indie craft movement came to 

prevalence, starting slowly in the late 1990s, as more publications dedicated to craft 

topics began circulating and new websites dedicated to selling crafts such as 
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BuyOlympia.com or GetCrafty.com went live (Levine & Heimerl, 2008).  With the 

expansion of the Internet in the early years of the 2000s, more connections were made 

between practicing crafters and makers, which naturally generated even more craft-based 

websites, publications, entrepreneurships, and galleries.  Most notably during this time, 

ReadyMade Magazine entered publication in 2001 and the Austin Craft Mafia was 

formed in 2002 (Levine & Heimerl, 2008).  These two beginnings are significant as they 

represent the first version of many more groups and publications like them that have 

added steam and movement to keep indie craft and DIY cultures rolling along.  Craft 

mafias now exist throughout the U.S., and countless DIY magazines and online 

magazines exist now thanks to ReadyMade.  Similarly of note, the Renegade Craft Fair 

was started in Chicago in 2003 (Levine & Heimerl, 2008); its importance lies in its 

founding idea of crafters taking the notion of a DIY marketplace into their own hands in a 

large scale.  The result was a craft show of a different color, one that was definitely not 

your grandma’s country craft show with embroidered ducks and crocheted doilies.  This 

one was filled with tattooed and horn-rimmed eyeglass adorned crafty hipsters selling 

embroidered pin-up girls and crocheted skull plush toys.  It was different, it was fun, it 

was vibrant, and most importantly, it had nothing whatsoever in common with anything 

you could buy at the nearest Wal-Mart or shopping mall.  Levine (2008) describes her 

experience in the first Renegade Craft Fair: 

A lot of us had no clue what we were doing, but there was this exhilarating energy 
throughout Wicker Park.  Around me were my peers, people who were taking 
their lives into their own hands and creating what they didn’t find in their 
everyday lives at school, home, and work.  We all had a common drive to create, 
and this was the platform for us to come together and share our work with each 
other and the public.  Many of the hundreds of shoppers who turned out that year 
talked about how exciting it was to see handmade stuff they could relate to and 
how good they felt about purchasing work directly form the artist.  I knew that 
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something big was happening. . . .We were redefining what craft was and making 
it our own. (p. ix)  

Levine (2008) goes on to emphasize that the real importance of this first Renegade Craft 

Fair was found in the “independent artist-made goods and having a platform to sell them” 

(p. ix).  This was, in essence, a craft fair where the goal was making sales; it was not a 

gallery show where the idea of selling is at least much more muted or a museum exhibit 

where the idea of selling exists only in the gift shop.  The purpose of all craft fairs, 

whether they exist in a church holiday bazaar or an empty swimming pool in Brooklyn 

(Metcalf, 2008) is to sell, much like the purpose of William Morris’s Arts and Crafts 

Movement era company was to sell their goods and services (Boris, 1986).   

Craft fairs have been a mainstay of how to do commerce in the craft world for 

years.  Today the Renegade Craft Fair has spread from Chicago, to Brooklyn, San 

Francisco, Los Angeles (Reighley, 2010), and – as of 2010 – Austin.  Other important 

craft shows have also been started by members of the indie craft community, such as Art 

Vs. Craft fair that was started by Faythe Levine, Bazaar Bizarre, Indie Craft Experience - 

ICE, and Urban Craft Uprising (Reighley, 2010; Levine & Heimerl, 2008).  These have 

all come a long way from the craft fairs of my youth; I remember, as a toddler in the early 

1980s, accompanying my mother, as she set up her booth in the annual Sami Show, 

selling her handmade rugs, textile wall hangings, and hand written calligraphy.  And I 

remember going to every holiday craft show my church hosted as I was growing up – 

especially helping my dad to make ten to twelve loaves of bread that would sell as 

fundraisers for the soup kitchen.  But the basic heartbeat of what makes craft fairs work is 

still in tact as they have always offered and still do offer “another platform for makers to 

share ideas, information, and fellowship and, hopefully, to make some money too” 

(Reighley, 2010, p. 202).  But that “fellowship” is not limited to interactions between 
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makers alone.  As Reighley (2010) points out, the unique shopping experience of a craft 

fair is found in the ability for the shopper to directly purchase an item from its 

manufacturer – the middle man of the cold, heartless storefront is utterly removed.  It can 

be a unique experience for a consumer used to shopping in malls and big box stores to 

buy something directly from the person who made it; hearing about the details that went 

into the making, the ways that the maker could customize it just for you, and knowing 

that it was made carefully and precisely; these can be powerful sales tools that resonate 

with a consumer more than any purchasing experience at Target ever could (Reighley, 

2010).   

As an adult, I’ve personally taken part in large, juried craft shows like the Boulder 

Creek Festival in 2006 and smaller shows like First Thursdays in Austin on South 

Congress in 2007 - 2008.  I can testify from first person experience that Reighley’s 

(2010) following assertion is absolutely true: 

…there is a level of direct connection absent from most of modern commerce, 
which more and more people place a premium on.  Many makers bristle at the 
very word consumer since buying handmade is about interacting with an artist and 
their art, and showing support for creativity and the D.I.Y. ethos, rather than 
simply consuming a product. (emphasis in original, p. 203) 

The process of selling at these craft shows, no matter where they are, is always so 

soothingly similar as I set up my jewelry displays, make small talk with passersby, 

describe all the detail that went into my creations, and pull all my old, hard-nose selling 

skills out to see if they still work.  The goal is always the same:  making sales, getting my 

name out there, and getting my business cards into people’s hands with the hope that 

they’ll visit my website and make a purchase there as well as letting all their friends 

know about me, too.   
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The mentioning of “my website” brings me to the next note-worthy development 

in the emergence of this new craft culture, one that has played a significant role in 

making the current movement as large and widespread as it has become.  For many 

crafters, the craft fair has been supplanted by, or at least become secondary to, the online 

marketplace and no larger online marketplace exists for the world of handmade goods 

than Etsy.com.  So ubiquitous has the presence of Etsy become that the examination of 

the existing relationship between commerce and indie craft culture at this point must 

needs be inextricably bound with a conversation of the intersection of Etsy, its sellers, 

and commerce.  Indeed, many reporters in mainstream news markets seem unable to 

discuss the new resurgence in craft without discussing Etsy (Popkin, 2010; Williams, 

2009; Walker, 2007a.; Walker, 2007b.).   

This international marketplace for buying and selling handmade goods, vintage 

wears, and craft supplies self-describes as “Our mission is to enable people to make a 

living making things, and to reconnect makers with buyers. Our vision is to build a new 

economy and present a better choice:  Buy, Sell, and Live Handmade” (emphasis in 

original, About, 2010).  Metcalf (2008) cuts straight to the heart of it when he declares, 

“the basic raison d’etre for Etsy is selling” (p. 2).  This assertion is obvious through 

simply clicking on the Storque blog link inside the Etsy Community pages.  With 

headings such as “From Etsy's Merchandising Desk: Jump Starting January,” “Tax Tips: 

Everything You Need to Know About Sales Tax,” and “Quit Your Day Job” 

(beyonddesign & marymary, 2010; marymary, 2010; outright, 2010), it is easy to see that 

Etsy very actively supports its sellers with how-to tips for marketing, bookkeeping, and 

pricing, as well as also providing motivational stories to keep you going when sales are 

not being made.  But all this emphasis on being business savvy is not without awareness 

to their more human modus operandi – selling goods while making human connections:  
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“We created Etsy to reconnect producer and consumer, and swing the pendulum back to a 

time when we bought our bread from the baker, food from the farmer, and shoes from the 

cobbler” (Media Resources, 2010).  And they do a tremendous job of this too, 

encouraging community participation even when they are not shopping, most obviously 

in the form of live weekly Craft Nights, accessible from your nearest Internet connection 

(Reighley, 2010).  There are also myriad tutorials for learning how to make things 

yourself, a craftivism page showing how to put your crafting to good use in the form of 

social outreach through charity, and online forums for people to chat about any number 

of topics (Reighley, 2010).  Whether you are part of the indie craft movement or not, it is 

hard to deny Etsy’s “wide appeal because it encourages the public to make things, or at 

least buy from individuals who do – either way, being on Etsy is supporting somebody’s 

craft habit” (Reighley, 2010, p. 205).  

Since its humble beginnings, being built in a Brooklyn apartment by three guys in 

their 20s with only two investors (Evans, 2010), Etsy has grown in just five years to a 

business that is valued at approximately $100 million and rakes in between $15 and $20 

million in annual revenues (Evans, 2010).  Through just October of 2010 they can boast 

$235.9 million in gross merchandise sales for the year (Evans, 2010).  They currently 

have over 6.4 million users, over 400,000 of which are sellers that have 7.3 million items 

listed between them, accounting for the 840 page views per month that the site bears 

(Media Resources, 2010).  Clearly, this cottage industry is no small mom and pop shop.   

And according to Haque (2009), this “little” startup-that-could may just be the 

model for future businesses to follow if they want to see their way out of this 

“macropocolypse.”  He refers to Etsy as one of the “revolutionaries” as he asserts 

“yesterday’s incumbents are beginning to fail en masse, while these revolutionaries 

remain resilient” (emphasis in original, Haque, 2009, para. 14).  In his “Smart Growth 
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Manifesto,” Haque (2009) drives home the point that in order to save the global 

economy, we must focus on reorienting our understanding of growth in terms of business.  

“The problem is not what is growing versus what is not, but how we grow” (Haque, 2009, 

para. 4), he declares before going on to emphasize many of the business practices that 

make up “smart growth,” many of which Etsy already has in place.  These include being 

more concerned with connections over transactions, people over products, and creativity 

as opposed to productivity (Haque, 2009).  Even though many of these are not 

quantifiable, they are built into the business model of Etsy as they are based on 

connecting sellers directly to their buyers, keeping the business human rather than 

mechanized (Evans, 2010), and valuing the fact that they wouldn’t exist without the 

thousands of creative people who use their site.   

Bill Gates hits on part of Etsy’s success when he points out that young people 

want to work for and with companies that are agents of positive social change (Time 

Magazine, 2008).  Not only does Etsy provide a multitude of ways to reach out and give 

back through all the ideas and causes listed on the Craftivism page of their Storque blog, 

but consumers, especially young ones, realize that while it is a corporation, Etsy is also 

several hundred thousand small businesses (Evans, 2010). By putting your economic 

voice to work there, you are making an immediate difference in a real human’s life, 

rather than contributing to large and impersonal corporations who do not necessarily feel 

the exact impact of each and every single sale.   

But according to Ellmeier (2003), this is all just part of the overall fundamental 

changes that are and have been happening to the relationship between arts, culture, and 

employment.  Ellmeier (2003) notes that the conception of an artist has been changing 

from that of a cultural worker to one of an entrepreneur as there is an ever “increasing 

number of self-employed or/and micro-entrepreneurs in arts and culture” (p. 4).  



 31 

Preferring then to use the reference “cultural workers” rather than artist, Ellmeier (2003) 

notes that the average cultural worker shares the same description sought by new 

economy needs in that they are “young, multiskilled, (sic) flexible, psychologically 

resilient, independent, single, and unattached to a particular location” (p. 3) and that 

many of the new opportunities this new workforce are creating can be directly tied to the 

new opportunities that exist due to technological advancement and digitalization of 

commerce.  Indeed, for many artists today, the essence of what it is to be an artist has 

changed, but society’s perceptions have yet to catch up; “the difference today may be that 

artists are not only serving as allegorical figures of entrepreneurialism, but are actually 

functioning entrepreneurially” (Fraser as cited in Rosenstein, 2004, p. 68).   

These ideas emerge again as Joni Maya Cherbo (2008) reveals that while 

technology has opened many new venues for artists and creative workers, artists are still 

predominantly moonlighters as a group, as 12.8% of all artists hold second jobs.  This is 

partially to blame on the educational reality for most artists: 

In most of the fine arts, the steps from graduation to professional involvement are 
dimly illuminated, unlike those in medicine and law, which have defined steps 
toward creating a career.  The notion of artistic genius inevitably being found is 
an illusion.  Talent isn’t enough. (pp. 79-80) 

The results of the 2011 Strategic National Arts Alumni Project (SNAAP) survey 

echo Ellmeier’s and Cherbo’s assertions as they reveal that of the 33, 801 arts alumni 

who participated, an overwhelming 75% have been self-employed at some point in their 

careers (Strategic National Arts Alumni Project, 2012).  Clearly, the need to examine 

self-employment for artists and how art education contributes to that future is not 

underestimated; these sorts of numbers speak volumes to this need.   

Walker (2007) notes about the new craft resurgence, “There’s a case to be made 

that this is an art movement, or an ideological movement, or a shopping movement, it is 
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also – and probably fundamentally – a work movement” (para. 21).  Although the 

average age of the Etsy seller is 34 (Walker, 2007a.), many of them are no doubt 

motivated at least in part by the economic downturn of recent years, facing a corporate 

world filled with dwindling 401k’s, decreased benefits, and lay-offs (Walker, 2007a).   

And this is exactly how many sellers find their way to Etsy or to selling their 

crafts in general:  by being laid off.  Williams (2009) tells the many stories that abound 

on Etsy of the sellers who, in a late night fit of panic at their newly unemployed status, 

create an Etsy account and start trying to sell.  Lo, and behold, some of them become 

more economically successful than they ever could have been at their corporate position, 

such as Yokoo Gibran of Atlanta bringing in $140,000 per year from her hand-knitted 

scarves and accessories, or Caroline Vasquez of Austin who brought in $250,000 in 2009 

from her ceramic and wood collectibles for weddings and special occasions.  And they 

have the added freedom of working for themselves.  But lest we get lulled into a false 

sense of utopia-like possibilities for craft entrepreneurs, even the title of Williams’ (2009) 

article, “That Hobby Looks like a Lot of Work,” is here to snap us back to reality.  This 

insightful article sheds light on the reality of turning one’s hobby into a full time career.  

Based on interviews with successful entrepreneurs from Etsy.com, Williams talks about 

the joy that can come from owning one’s own successful hobby-based business, but also 

warns that it is actually a business with more demands and longer hours than one would 

typically expect.  There is also a discussion of how most sellers who are making it big on 

Etsy currently were forced into it after being laid-off from their traditional day jobs, 

turning to their already established shop to help ends meet and then watching it take off.  

Williams (2009) also warns that it is not as easy as it seems as he also tells stories of the 

sellers who spend so many hours on their work that the break down of their earnings by 

the hour is barely over minimum wage.  Overall, it is a positively toned article about the 
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sellers that make Etsy an increasingly popular alternative for buying gifts and special 

items.  This article provides insight into some of the stories told by the craft entrepreneurs 

I have interviewed for this study.  It has also provided insight into the forming of actual 

questions for the questionnaires and interviews, as well.   

Possibly, Bruce Metcalf (2008) put it best when he says, “Craft is a complicated 

thing, fluid and diverse.  The alt-craft sensibility I’m talking about is only part of the 

picture, but it’s an important part.  I think the mainstream craft community must come to 

terms with it” (p. 5).  This quote comes from the closing of the speech he gave at the 

2008 Society of North American Goldsmiths (SNAG) Conference, entitled “DIY, 

Websites and Energy:  The New Alternative Crafts.”  This speech is fascinating in that it 

is representative of the older generation of “mainstream” craftspeople trying to come to 

terms with the DIY and Indie-craft movements that have gained a foothold in the craft 

world.  Metcalf’s speech is, at least on the surface, an intellectual dissection of what has 

made “alt-craft” (this has basically the same meaning as Indie-craft, but Metcalf uses it as 

an umbrella term to encapsulate crafters, craftivists, and DIY-ers; see “Definition of 

Terms” section of this document for further explanation) so popular.  However, a deeper 

examination reveals that his essay is actually about the struggle of the “mainstream” and 

“in-control” previous generation of craftspeople – of which Metcalf is part – as they are 

trying to understand this newer movement and energy in the field.  He asks, why are all 

these young people not forcing their crafts to live up to the same standards as mainstream 

crafts?  They are not as meticulously skilled and educated.  Should this not matter?  Why 

do they use so much irony and kitsch?  Why do they not revere the handmade with the 

proper solemnity and preciousness?  Simply put, the new generation has made their own 

rules, which is what DIY and Indie-crafts are all about.   
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For a more personalized perspective, Meribah Knight (2009) tells her personal 

story of turning to craft.  In this extremely readable, narrative-style article, Ms. Knight 

regales her readers with her experience of becoming a crafter when still a high school 

student and continuing to craft into her adulthood.  Her primary motivation behind 

starting out at such a young age was similar to one of the primary driving forces behind 

the entire DIY movement today:  why pay outrageous prices at the mall for something 

that can be handmade?  Her mother, however, saw her daughter’s crafting as an anti-

feminist activity.  Lacking inspiration in her immediate family, Knight turns to her 

grandmother and recalls her regular sewing circle get-togethers.  She refuses to see her 

crafting, or any woman in the new DIY movement’s crafting, as anti-feminist, seeing it 

instead as self-assertion as she says:  

our grandmothers had been oppressed by such women’s work, our mothers had 
opposed it and we would elevate it.  What emerged was an entirely new 
domesticity that redefined what it meant to be a woman who worked with her 
hands. (p. 50)  

She also discusses the role of the Internet in fulfilling the need for community in crafting, 

seeing that “despite our desire for a digital respite, crafts have become inextricably linked 

to the Internet” (p. 51).  This article is one woman’s brief telling of her life as a crafter, 

but it is stereotypical of so many crafters’ stories, just begging to be told.  This article 

served as an important framework that I referenced when telling the stories of the artists 

and crafters I interviewed.  The readability and engaging style of Knight’s story fits in 

perfectly with the way I wanted to approach these narratives.  It also provided a reference 

point for art education that comes from outside of the school, like Knight experienced 

with her grandmother, and like many of the entrepreneurs surveyed and interviewed for 

this study experienced in various ways.   
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METHODOLOGY 

This study is thoroughly mixed methods, utilizing the methodologies of case 

study, surveys, interviews, and narratives.  As such, there are many sources this study has 

drawn upon for methodological guidance and structure.   

The primary methodology utilized has been that of case study research.  Robert K. 

Yin’s (2003) book Case Study Research:  Design and Methods was the primary resource 

for planning, shaping, and conducting this study.  According to Yin, using case study 

research for this study was appropriate, as I have examined the backgrounds of a group of 

people united by a common undertaking, i.e., craft entrepreneurship.  This study is a 

multiple case study as I have compared and contrasted the backgrounds of the 

entrepreneurs profiled in Handmade Nation through preliminary questionnaires and then 

more thoroughly investigating these art educational backgrounds of four members of this 

group through interviews that were then crafted into narratives.  Yin recommends that 

cases should be selected so as to be either a “literal replication,” which predicts 

comparable results, or a “theoretical replication” wherein results are predicted to be 

contrasting, but for expected reasons.  Yin (2003) also gives thorough advice and 

strategies for conducting a case study, including a checklist for assessing the researcher's 

own capabilities in undertaking this study.  Such qualities include being able to ask 

appropriate and meaningful questions, being a good listener, being adaptive and flexible, 

having a firm grasp of the issues at hand, and remaining unbiased by preconceived ideas 

(Yin, 2003, p. 59).   

According to Yin (2003), it is essential for a multiple case study to have a case 

study protocol to go by, which guides the investigator in collecting research from each 

and every case.  The protocol should have an overview of the project, a list of data 

collection or field procedures, case study questions that the investigator must be mindful 
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of while collecting data, and a guide for the final reporting or evaluating of information.  

When conducting interviews, which are identified as being of vital importance to case 

studies, Yin suggests using “guided conversations rather than structured queries” (p. 89), 

which dovetailed perfectly with my desire to construct the interviews into narratives.  He 

identifies five other primary ways that data is accumulated in a case study, but more 

importantly he advises following three overarching principles to guide data collection:  

(a) Use multiple sources of evidence, so that one can triangulate data; (b) Create a Case 

Study Database, to aid in the organization and documentation of collected data; (c) 

Maintain a chain of evidence, so to increase reliability of the information collected (pp. 

97-105).  With further chapters on analysis of evidence, and the actual reporting of case 

studies, Yin’s book has been an indispensable resource in structuring and conducting this 

study.  

Another valuable source for the understanding, planning, and carrying out of this 

case study was Helen Simons’ Case Study Research in Practice (2009).  Simons 

possesses a background in education, a grounding that was very useful for this study.  

While her book may be less in-depth and scientifically detailed than Yin’s (2003), her 

book is more engaging and readable.  She also includes chapters detailing the nuances of 

conducting research on and portraying research about actual individuals, including the 

need to remember to try to capture their uniqueness.  This insight was especially useful 

for this study wherein the cases are in fact people, who were reacting, responding, and 

living, in their own particular modes.  Simons discusses several methods for depicting 

individuals in case studies, including those of narrative and lived experience, which 

reflect the ways this study unfolded.  Regarding narratives, Simons relates to us “this is 

an educative process for both the person telling the story and for you as the case 

researcher” (p. 76).  In other words, the use of narrative in case study is a mutually 
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enriching experience for both the researcher and the participant.  She also advises that in 

order to help validate the telling of certain persons’ stories we must remember that “life 

stories, or even glimpses of them, in a case study need to be located in the socio-political 

context in which the case is embedded and those aspects of an individual’s life that 

impact in the case” (p. 78).  This has been valuable advice for this study that focuses so 

heavily on individuals’ stories.   

One of my methods for data collection involved the use of surveys to gather 

preliminary research. For this reason, I drew on Richard M. Jaeger’s chapter entitled 

“Survey Research Methods in Education” (1988).  Although dated, this resource still 

gives a useful overview concerning the process of planning and conducting survey 

research.  According to Jaeger, one of the hallmarks of survey research is to have a well-

defined and committed group who are asked about present conditions or facts rather than 

“what if” type questions.  The survey component of this study fits that description fairly 

well, although with a much smaller population in mind than what most survey research 

entails, and I did ask one speculative question, as I was interested in commonalities that 

might emerge amongst the speculations.  Jaeger’s (1988) section on how to plan and 

conduct a survey is well stated and easy to follow; he even includes a list of suggestions 

about how to break seemingly straightforward questions down until there is absolutely no 

ambiguity of meaning.  Jaeger’s chapter also includes an interesting section on the role of 

generalization in survey research.  This section is of particular interest to this study as I 

have drawn generalizations about art education in the lives of those heavily involved in 

the indie-craft and DIY movement, and then drew conclusions from those generalizations 

for the improvement of art education.   

Jaeger warns of two types of statistical errors that can come into play during 

generalizations:  bias error and random error.  One of the leading causes of bias error can 



 38 

be a high rate of nonresponse, which was a fear that this study faced as I surveyed an 

extremely busy population of business owners.  Random error can be at play when 

sample sizes are too small, which was another concern for this study as my total pool of 

potential participants was only 24 people.  Clearly, this section, as well as the whole 

chapter, was of great use to the construction and carrying out of the survey portion of this 

study.   

Another valuable resource for the survey component of this study was found in 

Keith F. Punch’s simply but aptly titled book Survey Research:  The Basics (2003).  This 

slim volume offers an updated and more in-depth version of the ideas raised in Jaeger’s 

(1988) chapter.  Of particular interest to this study was the section on small-scale surveys.  

In this section Punch primarily underscores that his whole book is aimed at small-scale 

survey researchers, as that is usually what graduate students are, owing to both time 

constraints and limited resources.  He provides sound rationale for the defense of small-

scale research, the most salient item being that research-based knowledge often 

accumulates gradually over time, and thus then small-scale studies have something to 

offer.  However, he warns to be honest about the limitations and/or biases attending that 

choice of small sampling, as well as to be cautious of any generalizations drawn from the 

research.  This is advice I definitely took to heart.  Outside of this section, thorough and 

concise information is provided on every element of survey research, securing this book’s 

importance to this study. 

This study also contains an in-depth interview portion, wherein four participants 

were asked questions about their educational past, specifically with regards to their art 

education or any other subject that they may remember as contributing to their adult 

business aspirations.  For guidance in shaping my questions for the interviews, I looked 

to Hilary Arksey and Peter Knight’s (1999) book Interviewing for Social Scientists:  An 
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Introductory Resource with Examples.  This book is thorough almost to the point of 

excess, at least in regards to what is needed for this study.  That being said, it certainly 

provides a sound introduction to any concerns I faced in the carrying out of my 

interviews.  Of particular interest was the chapter on how to conduct successful 

interviews, wherein the necessary language, social, and technical skills required are 

explicitly laid out.  Included in this chapter is a discussion of the advantages and 

disadvantages of various types of recording choices utilized during interviews. In 

addition to the wealth of information already relayed herein, there are also chapters on 

protecting rights and ethical concerns, discussions of various methods of transcription, 

and instructions for analysis and final reporting.   

For further preparation for interviewing, I looked for advice from one of my 

favorite interviewers, Terry Gross from National Public Radio’s (NPR) program Fresh 

Air.  A compilation of transcripts from her many interviews with people in the arts, 

Gross’s book entitled All I Did Was Ask:  Conversations with Writers, Actors, Musicians, 

and Artists (2004) provides guidance through example.  In the Introduction to this book 

however, she offers insight into her interviewing technique, letting us know first and 

foremost that it is a team effort:  she has at least four people aiding her in the process of 

selecting interviewees, conducting preliminary research, and editing the transcript.  

However, you’d never know that to hear her interviews, nor would you ever know that 

very rarely is the interviewee there in the room with her; most of her interviews are 

conducted over extreme distances as her interviewees are usually at the radio station of a 

public radio affiliate that is convenient to him or her, connecting via satellite or digital 

lines.  Gross openly admits that the lack of eye contact can make asking difficult 

questions much easier, “you can’t be intimidated by a withering look” (p. xviii).  She also 

says that it creates a simpler sense of intimacy, as they can “go right to the heart of the 
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matter” (p. xviii) without having to worry about self-consciousness.  This is an excellent 

point to be made for this study in particular, as budgetary and time constraints required 

that some of the interviews be conducted over the telephone or Skype.  Gross provides 

many other excellent points, tips, and techniques such as how she always keeps the focus 

on her interviewees, is not shy about cutting off a run-on answer, “violates decorum by 

asking questions of my guests that you usually don’t ask someone you’ve just met” (p. 

xi), and does all of this while still managing to respect their privacy.  One rule she 

follows that I found to be particularly helpful is to allow her guests to set the “rules” of 

what topics are private and therefore off-limits.  By even offering this option, a sense of 

trust and respect is created wherein the interviewee can relax that you aren’t “out to get” 

her or him.  As well as being an easy, engaging, and fascinating read, Gross’ insights into 

her technique have aided me immensely in the structuring and conducting of the 

interviews included in this study.  

After the surveys were finished and analyzed, and after the interviews were 

conducted and transcribed, I formed these transcripts into narratives in order to present an 

engaging and holistic representation of my participants.  To do this, I drew from insights 

found in Hannu Heikkinen’s (2002) introductory chapter of Narrative Research:  Voices 

of Teachers and Philosophers, entitled “Whatever is Narrative Research?”  He starts by 

offering his definition of narrative research, which is lovely and poetic:   

Narrative is a fundamental means through which people experience their lives, or 
through which they actually live their lives.  It is the narratives in which we 
situate our experience.  Human experience is always narrated, and human 
knowledge and personal identities are constructed and revised through 
intersubjectively shared narratives. (p. 15)  

Following this definition, then, we are always working in and with narratives – it is our 

natural building block of information processing.  As Heikkinen (2002) tackles this 



 41 

“multifaceted creature” (p. 15), he states that more than a methodology, narrative 

research is a “loose form of reference” (p. 15), a claim that has been disputed by other 

authors in the field.  However, his chapter is rich with quotable passages as he explains 

not only what narrative research is, but also what it is as a constructivist research tool, as 

research material, as a means of analysis, and as a practical tool.  The oft-contested issue 

of truth and validity in narrative inquiry is also taken up in the conclusion of this chapter.    

However, for the nuts and bolts, how-to of conducting narrative research, I turned 

to Torill Moen’s (2006) article, “Reflections on the Narrative Research Approach.”  In 

this article, Moen defines narrative research as she sees it and places it within the 

framework of sociocultural theory.  Like many other scholars in the field of narrative 

research before her, she maintains that narratives are the primary way in which all 

humans organize and make sense of their experiences.  She also discusses the basic 

procedures of narrative research, including the process of establishing relationships with 

participants, gathering data, and transforming that data into a finished written text 

through the constant forms of interpretation that go into that development.  The ongoing 

issue of truth in narrative research is discussed as well.  The article closes with her 

personal thoughts on narrative research, and particularly how it could benefit the field of 

teacher education.  

CHAPTER SUMMARY 

In this chapter I presented the academic and scholarly literature review I 

conducted in preparing to undertake this research.  For ease and simplicity, I presented 

this research in two sections, namely, Content and Methodology.  The following chapter 

will detail the specific methodological approach used to undertake this investigation.   
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Chapter Three:  Methodology 

This mixed-methods study was, at its heart, a multiple case study comprised of 

surveys with as many participants from Handmade Nation as I could contact, followed by 

four narratives from this pool of participants, created through in-depth interviews and 

collaborative editing of their stories as I told them.  This was done to construct a holistic 

portrait of the long-term effects of art education undertaken in EC-12 schooling and 

college; that is, how the art education these individuals experienced in their years of 

compulsory schooling influenced what art education they undertook later in life.  This 

was done to learn how their schooling directly influenced the individual entrepreneurial 

endeavors of these intrepid individuals who are not only crafting their own futures, but 

who have helped shape and continue to shape the indie craft scene.   

The surveys were conducted online using Survey Monkey, and consisted of 

approximately 19-22 questions per survey.  The total numbers of questions varied 

depending on follow up questions to some answers.  The last question of each survey 

determined whether or not the participant would agree to being interviewed further, and 

from this pool I selected four interviewees.  The interviews were conducted via various 

Internet applications or in person, and were audio recorded.  Then from the transcripts of 

these interviews, I created narratives so as to construct a holistic portrait of the long-term 

effects of EC-12 art education as seen through the lens of creative entrepreneurs.   

DESIGNING THE CASE STUDY 

I knew at the outset that this was to be a multiple case study, as I wanted to 

compare and contrast the outcomes of multiple types of EC-12 and collegiate art 

education.  This is done in keeping with Yin’s (2003) assertion that data and conclusions 
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generated from multiple-case studies can be more compelling and more generalizable in 

other contexts.  

PILOT STUDY 

Before embarking on the actual process of contacting participants and collecting 

data, I needed to ascertain that the survey made sense for the population I was contacting.  

In order to do this, I borrowed the assistance and critical eye of two friends who both own 

small entrepreneurial craft/creative businesses, but were not featured in Handmade 

Nation.  I sent them both the same link to the survey and then asked for their feedback 

and thoughts through email, as I asked them to think about the following questions as 

they took the survey:  do you feel like I have any visible biases; are any questions 

unclear; do you see ways to inject humor in an attempt to make the survey more user 

friendly and thereby increase response; are you insulted by references to “craft” as 

opposed to just including it under the heading of “art”; is there anything else that you feel 

needs to change?  

The responses from these two friends yielded several insights that helped me to 

shape and fine-tune the survey further.  Namely, it helped me to realize that I needed a 

separate web link for each participant, and I reordered some of the questions.  One of my 

friend’s insights helped me to realize that I had neglected to include participation in craft 

shows as part of my scenario descriptions or in follow up questions, instead focusing on 

Internet sales almost exclusively.  This was a huge oversight on my part, since craft 

shows, especially newer ones like the Renegade Craft Fair, or the Art vs. Craft show, 

have become mainstays for many who sell their handmade wares.  The ramifications of 

this oversight could have been even further compounded when considering that several 

people featured in Handmade Nation have incorporated the founding and management of 



 44 

craft fairs into their careers, such as Christy Peterson who helps to organize the Indie 

Craft Experience fair (Levine & Heimerl, 2008, p. 46) in Atlanta and Sue Daly who is the 

co-founder of the Renegade Craft Fair (Levine & Heimerl, 2008, p. 74), which started in 

Chicago but now travels to Brooklyn, San Francisco, Austin, Los Angeles, and London 

as well (Renegade Craft Fair, 2011).  Given this new perspective, I reworked one of the 

scenarios entirely and added craft fairs as part of the description for each of the other 

scenarios, and also incorporated them as a site for sales in one of the business oriented 

questions that every survey taker would answer. 

Finally, I used an additional friend to do a survey “dry-run” after making these 

changes.  This friend was not a business owner but a colleague who was also engaged in 

the process of survey design, and therefore a valuable source of feedback. She took the 

survey multiple times, looking for overall flow, ease of use, and checking for nonsensical 

errors that may have worked their way into the survey through the editing process.  I owe 

a huge debt of gratitude to these three ladies who helped not only in the finalization of the 

overall survey design, but also helped to steel my nerves about actually initiating the 

process of engaging real participants in my study.   

SURVEY DESIGN 

Since my particular pool of participants is so busy running businesses and making 

wares, I wanted their participation in my study to be somewhat engaging and maybe even 

fun.  I did not want to impose on their limited time only to make them slog through a 

boring series of questions; I did not want to ask this favor of participation and reward 

their generosity with a piece of drudgery.  Nor did I want my participants to feel 

pigeonholed and labeled, robbed of their individual stories.  Therefore, I knew I needed 

an upfront “hook” to make this survey a little bit different, a little more fun.   
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I remembered the Choose Your Own Adventure Series (About us, 2012) that 

helped engage my brother with reading when we were children, wherein the story was 

told from second person perspective and continually interrupted at pivotal plot moments 

with multiple choice questions that the reader must answer so to progress the story.  

Based on what answer was chosen then, the reader was sent to a different page to 

continue the plot, e.g., if you were to choose answer B, you would be sent to page 15, but 

if you answered C, you would move to page 12.  In essence then, each story was actually 

myriad stories, depending on reader choices.  While it was neither feasible nor practical 

to construct a similarly infinite number of surveys for this study, I could use the same 

basic idea and provide my participants some sort of individualizing, interactive choice up 

front.  Thus, the idea emerged to have the survey start with each participant choosing one 

of four stereotypical scenarios that briefly detailed the journey into creative 

entrepreneurship, each of which was then followed by questions specifically tailored to 

that scenario.  In essence then, this survey was actually four surveys in one, wherein each 

scenario-dependent set of questions would lead to general questions that were answered 

by every participant.  The full version of each survey is available in Appendix B. 

This sort of survey design was made possible by using online survey services, in 

particular Survey Monkey.  One of the key features of their survey design services that 

enabled my survey design is the “skip logic” feature, wherein survey takers can be sent to 

a whole new page of questions or just another individual question based on the answer to 

a particular question.  Had it not been for this feature, taking this survey would have been 

a much clumsier experience for the participants, much like the reading of those old 

Choose Your Adventure books, as I would find myself flipping past the pages my choice 

negated, I remember not being able to help but wonder what bits and pieces of story, 

what flights of imagination I might be missing.   
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PARTICIPANTS 

The participants for this study were all featured in the book (2009) and film 

(2008), Handmade Nation:  The Rise of DIY, Art, Craft, and Design by Faythe Levine 

and Cortney Heimerl.  I found contact information for each participant through their 

websites, which were all listed within the book version of Handmade Nation.  At the 

outset, I knew that some of these websites could very well be defunct, and so I was 

prepared to research for other methods of contacting these individuals.  In the case of a 

few participants, the searching was in vain as it yielded no results, and I do not believe I 

ever successfully reached them with my invitation to participate, despite trying multiple 

found email addresses.  There were others who did not respond to my invitation to 

participate, despite their websites showing recent activity, so I interpreted their non-

response as indication of their unwillingness and/or inability to participate, and did not 

pursue these individuals further.  Of the total 24 participants featured in the book version 

of Handmade Nation, I received some sort of contact from 15 of them, 12 of whom went 

on to become actual participants in this study.   

SURVEY COLLECTION 

After contacting the participants initially, the process of collecting the consent 

forms and then the survey responses was as simple as replying back and forth via email.  

Several participants had me mail the consent forms in hard copy format, which then took 

the process away from the expediency of email, while I waited for the mail to be 

delivered back and forth, but as soon as I had acquired the signed consent forms – either 

digitally or in tangible form – I then sent an email with a link to the online survey.   

Individual web links were created for each participant in an effort to simplify the 

process of results analysis, as this would enable me to segment out the responses by 

participant, rather than viewing the data as a mass pool of unassigned answers.  Each link 



 47 

was set to only allow one response per computer, and participants could not move 

backwards in the survey as this would have interrupted the skip logic feature embedded 

in some questions.  These limitations were explained in the email that contained the 

survey link and each participant was made aware that I was available for questions, 

concerns, or assistance via email or telephone should they encounter anything odd or 

confusing as they took the survey.  No one reported any trouble nor asked for assistance, 

so I assume that it was straightforward and easy to take.  The responses trickled in over 

the course of two months as my participants were fitting this task into to their impossibly 

filled schedules.  I received 12 responses, which indicated a 50% return rate, a much 

higher rate than is expected for many surveys.  I believe this is indicative of the level of 

personal attachment that many of my participants feel to Handmade Nation and related 

topics.   

SURVEY ANALYSIS 

As the survey results were slowly returned over the course of two months, I made 

great use of the filtering features offered by Survey Monkey, which allow the researcher 

to filter responses by individual participants, responses, and by other detailed properties, 

such as responses collected on a certain date or from a specific IP address.  Survey 

Monkey also enables the creation of reports that can contain as many or as few of the 

survey questions as desired.  After using varieties of these filters and reports, I loaded the 

answers into various spreadsheets I created using Microsoft Excel (see Appendix C for 

these spreadsheets).  I created six spreadsheets in total, one for each of the four sets of 

scenario-dependent questions, another for the general questions, and a final one for the 

longer open-ended question responses.  These spreadsheets simplified the task of looking 

for themes and commonalities across questions.   
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Since my survey was very open-ended in nature, the more statistical varieties of 

survey analyses were not useful in regards to my data.  Instead, I looked for repetitions in 

ideas or specific words that showed up repetitively, and coded my responses accordingly.  

The code was very simplistic:  I merely created a list of recurring topics and themes, and 

gave each its own correspondent letter designation, usually corresponding to the first 

letter or first few letters of said topic, e.g., family became coded as “fam.”  To aid in the 

identification of commonly used words and phrases, I loaded these open ended responses 

into Wordle, an online application that creates “word clouds” based on how often words 

appear in a section of text.  This greatly helped with easily and quickly identifying the 

most salient themes, as well as being a fun way to create attractive, text-based imagery, 

which, while not being immediately necessary does add its own benefits.  Examples of 

these word clouds can be found in Appendix E. Then from these consistencies – and 

conversely, from the inconsistencies as well – interpretations were drawn.   

INTERVIEWS 

The interview questions grew out of the survey analysis and interpretation process 

as it became obvious what areas needed more attention and more information in order to 

construct a total narrative.  The interviews themselves were either conducted in person 

with a handheld digital audio recorder, via Skype-powered telephone calls with sound 

recording, or via emailed questions and answers, depending on what procedure worked 

best with the interviewee in question.  After the interviews were conducted, the audio 

recording was used to partially transcribe the interviews, pulling out meaningful quotes 

and specific facts.  These quotes and facts were used in the process of constructing 

narratives.  
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NARRATIVE CONSTRUCTION 

The narratives were constructed based on each of the interviews conducted, and 

the survey results from each of those participants.  The narratives each represent one of 

the four archetypal scenarios presented at the beginning of the survey.  Using both the 

survey responses and the transcripts, I constructed narratives, using a first person voice to 

provide consistency in tone throughout the narratives, while still focusing on the voice of 

the participant, and the unique and particular individualities of the story, as sharing these 

is at the heart of the larger goal of narrative research.   

As Moen (2006) points out, the very act of creating a narrative implies a process 

of collaboration between the participant and the researcher.  This practice is also a 

constant, ongoing process of interpretation (Moen, 2006), both on the part of the 

participants as they choose what stories to share, and on the part of the researcher, as I 

chose how to form these into text.  After the initial draft of the narratives were written, 

the participants were given the opportunity, if they were willing and interested, to read 

and make edits and adjustments to the narrative, in the service of trying to tell their story 

as close to their lived experience as possible, however, each participant declined this 

invitation, saying that they each trusted my interpretation of their stories.  

The narratives offered in this thesis are, in essence, their own form of analysis as I 

have analyzed the “raw materials” from the participants’ survey results and interviews 

through the process of creating something new.  Themes and recurrent topics emerged 

throughout the narrative process that matched some of the primary themes from the 

surveys; findings and conclusions were drawn from these overwhelmingly prevalent 

emergent ideas.  In the next chapter, I present the participants answers to the survey 

questions, as well as some preliminary interpretations of this data.     
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Chapter Four:   
Description and Interpretive Analysis of Survey Data 

Getting to the heart of how any one person’s EC-12 art education has affected, 

and continues to affect, their development as an artist entrepreneur is not easy to 

accomplish.  To this end, the survey designed for this study was actually four surveys in 

one, as explained in Chapter Three.  This design has resulted in a several different 

question types, ranging from multiple choice, short response, and long reply, all of which 

have been answered with a wide variety of responses.  Upon analyzing the survey data 

from the twelve participants who responded, it became obvious that data broke down into 

several salient, recurring, and, at times, overlapping themes.  The main themes are:  art 

educational backgrounds; definitions and perceptions of art education; family influences; 

business backgrounds and training; and proposals for art education in schools, both EC-

12 and college.  To simplify matters, I have segmented this chapter by these themes and 

subthemes.  Unless otherwise cited, all quotes and information from and about the 

participants of this study are directly from the survey results.  For an account of the full 

survey data, please see Appendices C and D.  

ART EDUCATIONAL BACKGROUNDS 

Formal Art Education 

As can be easily imagined in a discussion of arts-based entrepreneurs, formal art 

education has played a significant role in each of these participants’ lives.  Each of the 

twelve participants mentioned school as part of their descriptions of how their businesses 

evolved and started.  It must be noted that this could have been because each participant 

knew that I was examining their art educational backgrounds, but the question I presented 

to them did not expressly prompt them to include schooling as part of their history.  This 
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casual mentioning of school, though, does point to the importance of education of any 

sort when tackling the potentially daunting task of creating and maintaining one’s own 

business.  Not every participant of this study had education that was expressly focused on 

art, but each participant does seem to have found their own ways to transfer the learning 

from the art education that they have received, in whatever form, into the skills needed to 

establish, maintain, reinvent, and continue with their businesses.    

While not every participant explicitly spelled out in which specific grade levels 

they encountered art education, the broad swaths of their histories were painted through a 

variety of answers to other questions.  Four of twelve participants, namely Emily Kircher, 

Annie Mohaupt, Christy Peterson, and Jenine Bressner explicitly reported having had art 

at the elementary school level.  Two of twelve participants, Emily Kircher and Annie 

Mohaupt, reported having had art in middle school. These figures improve sharply when 

they discussed art education encountered closer to adulthood, as six of twelve (50%), Deb 

Dormody, Little Friends of Printmaking, Emily Kircher, Christy Petterson, and Annie 

Mohaupt, each reported having been exposed to art in high school.  The amount of formal 

art instruction that was encountered in college is even higher still, with eleven of twelve 

(91.7%), everyone except for Emily Kircher, reporting they experienced at least some art 

education in college, regardless of whether or not they majored in art.  Higher incidence 

of art education having been experienced in college is probably due to the tendency for 

students to experiment with identities and ideas during their collegiate years.  It can often 

be a time of widespread trying-on of identities and testing out of various forms of 

expression that may not have been available whilst living with one’s parents or situated in 

the confines of traditional, compulsory school.  Another contributing factor may have 

also been the availability of art classes that could be taken as electives.  However, nine 

participants (75%), Kathie Sever, Little Friends of Printmaking, Deb Dormody, Jill Bliss, 
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Clarity Miller, Sarah Neuburger, Melissa Detloff, Tracy Bull, and Jenine Bressner, 

actually did major in art in either college or graduate school (or both); one of these nine, 

Melissa Detloff, was a double major, studying photography and English.  As for the three 

other participants, Emily Kircher was working towards her PhD in Environmental 

Toxicology before dropping out to pursue her creative business, Annie Mohaupt 

graduated with a bachelor’s degree in architecture, and Christy Petterson majored in 

Creative Writing/Literature and came within two credits of finishing her minor in art.  

This shows how art making can derive inspiration from a variety of places and 

educational backgrounds, and that the role of formal education in art or craft in particular 

has taken on a position of decreased importance, just as Metcalf (2007) posited when he 

bemoaned the decline in the “intensive study of craft . . . . There is no incentive for the 

patient accumulation of skills” (p.1).   

Art Education:  The College Years 

A more in-depth discussion about collegiate art education experiences was held 

within the Scenario A version of the survey (see Appendix B for the questionnaires and 

Appendix D for full survey results).  Eight participants (66.7%) chose “Scenario A:  

Corporate-world-eschewing art school grad”; these participants are Little Friends Of 

Printmaking, Jill Bliss, Clarity Miller, Sarah Neuburger, Melissa Detloff, Tracy Bull, 

Christy Petterson, and Jenine Bressner.  However, as mentioned above, not all these 

participants were truly “art school” graduates, nor does it represent the full extent of the 

participants who did major in art; both Kathie Sever and Deb Dormody also majored in 

art, whereas Christy Petterson majored in Creative Writing.  Nonetheless, these 

participants felt a personal resonance with this choice out of the limited four scenarios 

from which they had to choose.  
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 In the Scenario A section of the survey, participants were asked what sort of 

collegiate art experience they chose and why.  Three of these eight (37.5%), Jill Bliss, 

Sarah Neuburger, and Jenine Bressner each chose a dedicated art school for at least part 

of their collegiate art education; Sarah only took this route for graduate school, while she 

went to a large university for her undergraduate degree.  Sarah shared that she chose this 

route for the teachers available at these types of schools. It is worth noting that since 

Sarah made this choice for graduate school, she probably more maturely defined what 

qualities she was seeking in a school than what one might when choosing a school at the 

undergraduate level.  However, Jenine echoed Sarah’s appreciation of the faculty as she 

said, “I took making, and making well, very seriously. I wanted to be challenged in a 

structured and professional way, surrounded by others who also prioritized making, 

creativity, and innovation.”  From an examination of all of Jenine’s answers, she seems to 

have had extraordinary support and training in art throughout her life leading up to her 

college years, more so than most students, as she was exposed to a very wide variety of 

informal and formal art education settings.  Based on this background, it is likely that she 

too had more clarity about what she was looking for in an art education.  Jill comically 

answered that she simply chose this type of education as part of her pursuit to “avoid the 

real world as much as possible (I have 3 degrees).”  Four of these eight (50%), namely 

Little Friends of Printmaking, Clarity Miller, Melissa Detloff and Tracy Bull, reported 

choosing to be an art major at a larger university; if we include Sarah Neuburger, who 

selected this route for her undergraduate degree, then it becomes five of the eight 

participants, or 62.5% that chose larger university settings for their collegiate art 

education.  Little Friends’ and Clarity’s responses about why they chose a university are 

very telling.  Little Friends selected this because “we both wanted to study printmaking;  

the University of Wisconsin-Madison is ranked number one in the nation for 
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printmaking.”  They were also concerned with the ideas that they “wanted their degrees 

to be worth something even if we didn’t pursue art as a career.”  Clarity ended up 

choosing a university setting, as it was more affordable than a private art school.  It is 

interesting to note Christy Petterson’s explanation of her choice to not major in art in 

college, as this too is very telling:  Christy chose to go to a liberal art academy wherein 

she majored in English Literature/Creative Writing as she felt like she did not fit in with 

the art program at her school, and so decided to focus on her other creative outlet of 

writing.  She also mentions “my parents are big supporters of a liberal arts education.”   

There are many considerations that go into the final choosing of where one wants 

to go to school for their collegiate experience.  Wanting to major in a specialized area 

like the arts only serves to compound the complications of making a final choice.  Of 

course, economic considerations are often part of the puzzle, as college becomes an 

increasingly expensive undertaking.  And part of the economic consideration involves 

one’s parents, and their thoughts and wishes, especially if they are paying for one’s 

education.  Every focused art school has different specialties they cater to; similarly, 

every university that offers an art major has different mediums available for study and 

different degree structures.  Seeing as most people are quite young when they make these 

decisions, and have little clarity as to what they actually want to do with their lives, 

examining the choice of where one went to college and why provides limited insight.   

Motivations for pursuing the study of art in college 

However, this line of questioning does provide insight into what motivated these 

participants to perpetuate their study of art into their college years, which could generate 

ideas for how to increase dedication to art among today’s EC-12 students.  Seven of eight 

participants (87.5%), or Little Friends of Printmaking, Clarity Miller, Sarah Neuberger, 
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Melissa Detloff, Tracy Bull, Christy Petterson, and Jenine Bressner, reported being 

prompted to study art by raw talent.  Jenine noted though,  “I don't like the word ‘talent.’ 

I had a natural aptitude, and I loved practicing drawing. Honing that skill enabled me to 

translate that ability to facility with other processes and techniques.”  This is an 

interesting clarification that deserves noting, especially as this discussion emerges again 

in Chapter Five. 

Sadly, only one participant (12.5%), Sarah Neuburger, reported being prompted to 

study art by high school art experiences.  This is interesting, considering that most of 

these participants had art experience in high school, yet these experiences did not help in 

encouraging their decision to pursue study in art further.  Similarly, none of the 

participants reported being prompted to study art by their middle school art education 

experiences.  This does not say much for the positive outcomes of either high school or 

middle school art education in the lives of these participants.  It begs the question of what 

changed between elementary and middle school, as four participants (50%), namely Little 

Friends Of Printmaking, Melissa Detloff, Tracy Bull, and Jenine Bressner, did report 

being prompted to continue their study of art because of their elementary art education 

experiences.  So, is it simply that their art education in their elementary years was that 

much more inspiring and wonderful, or is it that they were already hooked on art by 

middle school and/or high school and so they did not feel the need to select those answers 

in this survey?  The answer remains unclear.  However, Sarah’s explanation for why she 

chose high school seems to speak to the latter option as she noted that although she had 

always made things as she was growing up, “it wasn't until high school that I realized this 

wasn’t really everyone else’s reality and that I could pursue full-time as a career path.”  

On a personal note, Sarah’s revelation echoes my own, as it was not until high school that 

it occurred to me that all this making and creativity that had always been part of my life 
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could actually become something more.  It would be an interesting study, although not 

germane to this investigation, to find out what percentage of working artists only realized 

in high school that artmaking could indeed be their career.   

The theme of “family” came up once again in this discussion as 50% of the 

participants, Sarah Neuburger, Melissa Detloff, Tracy Bull, and Jenine Bressner, each 

selected their family’s encouragement as being a contributing factor towards their 

decision to study art formally in college.  This topic was addressed again as participants 

elaborated on their choices at the end of the question, wherein both Jill Bliss and Little 

Friends Of Printmaking discussed being actively discouraged by friends and family from 

pursuing art in college.  Little Friends Of Printmaking revealed that not only did their 

respective families discourage them, “they felt it was a waste” and once in college they 

were both “encouraged by college advisors to study science and take occasional art 

courses, and both of us had the experience of a miserable first year of study.”  It was at 

this point they realized there was simply no other choice for them but art and art history.  

Jill Bliss does not go into such specifics, but says that for her, art is simply “what I do, 

like breathing. But I was discouraged from pursuing it by everyone.”  I am certainly 

pleased to report a higher incidence of familial support than not in this study.  Clearly, 

feedback from family can play a major role in either direction when choosing what to 

study in one’s college years.  For the two participants who did choose to study art despite 

their family’s advice and hopes, their choices stand as testament to their individual 

strength of character and self-knowledge in recognizing that this simply was the path for 

them.  It would be an interesting sidebar to know what the families of Jill Bliss and Little 

Friends of Printmaking value about art and how this affected other parts of their artistic 

upbringing.  This is especially intriguing since both participants do report having been 
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exposed to multiple forms of art education outside of their schooling and what their 

parents’ rationales are for one form of art education as opposed to another.    

The other three respondents reported motivations that were all similar in that they 

privilege art for art’s sake.  Three participants (37.5%), Clarity Miller, Sarah Neuburger, 

and Jenine Bressner, reported being motivated to study art as they felt as though they 

cannot live without it in their lives.  Indeed, when art has become a daily part of one’s 

life, and when one has learned how to use art to make sense of their own life and the 

world around them, it can feel very much as though one must pursue art in order to stay 

of sound mind and body.  Similarly, though not as dramatic, Little Friends of 

Printmaking, Jill Bliss, Melissa Detloff, and Tracy Bull (50%), each stated that they 

chose to study art, as there was simply no other subject they were interested in pursuing.  

Presented previously is the view that pursuing other topics had made for a miserable first 

year of study for Little Friends of Printmaking.  Presumably, such experiments in other 

majors would have ended similarly for the rest of these participants.  Only one participant 

(12.5%), Clarity Miller, owned up to selecting art as their major because of her desire to 

be a famous artist.  She elaborated on this answer, saying that she did try to pursue the 

fine art path via galleries and the like but she found it “too emotionally crushing.”  Little 

did she know she would actually achieve that through her craft business instead; now that 

she and her cohort have been featured in Handmade Nation, they are famous – at least in 

some circles.  

In trying to further tease out the connection between college art education and 

EC-12 art education, the participants were asked to answer to what extent do they 

attribute their decisions to pursue formal art education in college to their EC-12 art 

education experiences.  Two participants (25%), Little Friends of Printmaking and Jenine 

Bressner, reported their EC-12 art education as heavily influencing their later decisions to 
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continue to study art formally.  Both these participants elaborated on their answers, with 

Little Friends of Printmaking expressing that they both feel lucky to have had a wealth of 

art classes in high school.  Jenine Bressner says that art classes were the places in EC-12 

where she experienced the “most freedoms and rewards.” It does not surprise me in the 

least that ample opportunities to participate in the arts combined with creative freedoms 

wherein artmaking serves as its own reward is a positively reinforcing way to teach a 

student to enjoy art class.  If only it were so simple to employ these methods in every 

school!  Only one participant (12.5%), Melissa Detloff, reported just a middling influence 

could be attributed to her EC-12 art education.  The low response rate for this option may 

speak more to the opinionated nature of answers to this question than to the actual 

feelings about EC-12 art education.  It seems that most participants have more concrete 

ideas on this topic than to answer “somewhat.”  Indeed, four participants (50%), Jill 

Bliss, Clarity Miller, Sarah Neuburger, and Christy Petterson, each declared that their 

EC-12 experiences were but one of many factors that influenced their pursuits of formal 

collegiate art education.  In elaborations on these answers, Sarah Neuburger mentioned 

the positive impact that having her art be well received in school art shows and local art 

fairs.  Christy Petterson discussed her mother’s creativity as being her first and possibly 

primary influence, but she noted that “LOVE for my elementary art teacher definitely 

sparked an early commitment and my high school art teacher was VERY encouraging!”  

Both Clarity Miller and Melissa Detloff mention the fact that they had to turn to art 

lessons outside of school, as their school did not offer much in the way of art instruction.  

Both ladies emphasize the effects of these lessons on their educational outcomes.  It 

could be that the role of informal art education may have had more of an impact for these 

participants than their EC-12 art education; this will be further explored in a following 

section of this chapter.  And lastly, only one participant, Tracy Bull, stated that her EC-12 
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experiences did not have any influence on her decision to pursue formal collegiate art 

education.  Unfortunately, she did not provide an elaboration on this answer.  I can only 

speculate that this may be because she found her EC-12 art education to be un-

stimulating, or perhaps her informal art education experiences made more of an impact, 

or it could even be that she walked away from art after EC-12 and only found her way 

back later through other influences and so does not attribute any influence to schooling.  

Whatever the case, responses indicate only one participant had such un-motivating 

experiences in EC-12 art education.   

Exposure to Traditional Craft Mediums in either Collegiate or EC-12 Art Education 

Given that most of the products of the entrepreneurs featured in Handmade 

Nation could be defined as belonging to the world of “crafts” rather than “fine art,” I was 

curious about what amount of exposure to traditional craft mediums – such as fine 

metals, wood, glass, fibers, and ceramics – the participates had experienced within their 

formal art education.  Three of eight participants (37.5%), Jill Bliss, Clarity Miller, and 

Sarah Neuburger, each mention seeking out craft mediums on their own and/or teaching 

themselves these mediums instead of relying solely on what was formally taught.  This 

connects directly to the DIY tenet of self-education as being a major source of learning; 

more will be discussed on this topic in subsequent sections of this chapter.  These 

participants undoubtedly have strong feelings of identity and ownership bound up with 

these mediums that they taught themselves, which could be a strongly motivating factor 

in choosing to continue to use those mediums as forms of self-expression. Yet another 

configuration of three participants (37.5%), Jill Bliss, Melissa Detloff, and Jenine 

Bressner, mention craft mediums being taught in the home.  As mentioned previously, 

this directly connects to crafts’ history as being a product of the home, and a tradition to 
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be handed down usually matrilineally.  This topic will be further discussed in subsequent 

sections of this chapter. Five participants (62.5%), Clarity Miller, Sarah Neuburger, 

Melissa Detloff, Christy Petterson, and Jenine Bressner, discussed experiencing craft 

mediums in EC-12 schooling, although to varying degrees, and some certainly received 

more instruction in this area than did others.  Christy Petterson reported that it was “more 

art than craft but definitely a mix of both.”  Clarity Miller opined that while she learned 

craft mediums in EC-12, “none of the mediums were really presented in a way that was 

tantalizing…I wasn’t inspired by a project where the whole class made the same mug.”  

Melissa stated that crafts were only taught in school when she was very young.  Sarah 

Neuburger mentioned that there were many exposures to craft mediums in EC-12 with 

relatively few similar opportunities in college.  Jenine Bressner shared that she had 

numerous craft exposures in EC-12, “like firing ceramics in second grade, but I had 

maybe even more in the home.”  This range of responses can be attributed to varying EC-

12 art curricula across the country, as there is no national mandate for what mediums 

must be taught and when.  Clarity’s assessment of the presentation of crafts being done in 

an “un-tantalizing” way is more telling; so often, the normative presentation of a specific 

medium in a EC-12 art room involves a cookie-cutter project wherein one student’s art 

product may be indecipherably different from another’s.  The rationale for this is 

understandable, as it serves the purpose of assessing whether or not a student learned the 

basic technical skills associated with that medium, but it does little to engender 

inspiration for working further in that medium.  Four of eight participants (50%), Clarity 

Miller, Sarah Neuburger, Tracy Bull, and Jenine Bressner reported learning craft 

mediums in college.  Jenine Bressner did not mention it here, but I know from other 

answers that she took glass classes in college, the learning from which she blended with 

her own self-taught lampworking techniques.  Tracy Bull went to the School of American 
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Craft, but laments the lack of textiles training available there.  Sarah Neuburger mentions 

having taught herself to make paper while in college.  Clarity Miller reports having taken 

some ceramics and textile classes while in college.  Despite Metcalf’s (2007) lament of 

crafts disappearing from college campuses across America, there are still ample 

opportunities to learn traditional craft mediums in colleges.  Both Little Friends of 

Printmaking and Christy Petterson report having been taught almost nothing in the way 

of traditional craft mediums throughout their schooling; this is unsurprising though, as 

both these participants actually focused on printmaking.   

Where they learned that voo-doo that they do so well:  formal education 

Despite their wealth of formal art education, only four participants (33.3%), Little 

Friends of Printmaking, Deb Dormody, Tracy Bull, and Christy Petterson, learned to 

make the product that their business is based on in a formal school setting, either in EC-

12 or in college.  Of these four, it is worth noting that only Deb Dormody learned how to 

make her products – hand bound books and journals – within the curriculum of EC-12 art 

education.  This seems to at least partially answer one of the main research questions of 

this study, namely, “In what ways, if at all, does it appear their formal art education led to 

their successful craftwork in their adult years?”  If only 33.3% of my admittedly small 

sample group of participants learned their essential hand-making skills in EC-12 or 

college, it seems that we can safely begin to say that their formal art education can only 

be limitedly credited with their adult successes.  However, these low results for EC-12 

can be attributed to the fact that most of these participants sell handmade goods that can 

be described as “crafts,” and very few participants reported being exposed to traditional 

craft mediums, such as wood, glass, ceramics, fine metals, and fibers, within their EC-12 

schooling.  Due to safety concerns, budgetary constraints, and a lack of specialized 
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resources, these mediums can be very difficult to teach in a traditional, public EC-12 

setting.  In another section of the survey, only four participants reported exposure to craft 

mediums in college, which is in keeping with Metcalf’s (2007) report that “more than a 

few college-teaching craft studios have been terminated over the past two decades.  And 

while new craft programs are occasionally started up, the closures outnumber the 

openings” (p. 1).  However, several participants did report gaining more exposure to a 

wider variety of craft mediums in the home and in informal settings.  And such informal 

art education settings clearly made all the difference for some of my participants, as the 

remaining eight participants (66.7%), Kathie Sever, Emily Kircher, Jill Bliss, Clarity 

Miller, Sarah Neuburger, Melissa Detloff, Jenine Bressner, and Annie Mohaupt, each 

reported learning to make their product elsewhere – outside of formal education – 

although similarities in these “elsewhere” settings do exist.  This is  not surprising 

considering the extensive experiences with informal art education settings among the 

participants that will be further discussed below.  

Informal Art Education Experience 

Among all twelve participants in this study, there was 100% unanimity as they all 

agreed, yes, art education exists outside the classroom.  This was expected, considering 

there was also 100% unanimity among the participants in having had 

informal/community based art education experiences outside of a classroom setting at 

some point in their formative years, thus informing their opinions about when and where 

art education can and does exist.  Text analysis of the extended answers to a question 

about what types of informal art education were experienced by the participants was quite 

revealing.  One of the most popular words to show up in these answers is “school,” which 

is ironic given that this was to be a discussion of art experiences outside the school 
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environment.  The words “parents,” and “mom,” also showed a notable popularity in 

recurrence among the participants’ answers, as did the words “lessons,” “college,” and 

“museums.”  Enjoying less popularity but still worth noting was the recurrence of the 

words “summer,” “grandmother,” “father,” “encouraged,” “home,” “career,” and “camp.”  

Given the nature of informal art education, and typical settings where this may occur, 

these are exactly the sorts of words that one might expect in such a discussion.  

The role of family took on the most prominence in this discussion. Nine of the 

total twelve participants (75%), namely Kathie Sever, Deb Dormody, Emily Kircher, Jill 

Bliss, Clarity Miller, Melissa Detloff, Jenine Bressner, Annie Mohaupt, and Christy 

Petterson, each discussed how their family members and the creative support and/or 

instruction experienced at home functioned as forms of art education experienced outside 

of school.  Five of these nine (56%), Christy Petterson, Jenine Bressner, Annie Mohaupt, 

Melissa Detloff, and Emily Kircher, each specifically mention their mothers as being 

sources of art education.  Two participants of these ten (20%), Annie Mohaupt and Jenine 

Bressner, each specifically mention their grandmothers as being additional sources of art 

education, just as Jill Bliss did in a previous question.  Another two participants of these 

ten (20%), Deb Dormody and Jenine Bressner, each specifically state their fathers as 

being sources of art education; Deb Dormody also mentions her brother.  Two of these 

ten participants (20%), Kathie Sever and Clarity Miller, simply mention their parents in 

general as a source of art education and creative support.  Clearly, the role of familial 

instruction was hugely important in the formation of these entrepreneurs.  This seems 

very much in keeping with crafts’ history being predominantly learned inside the home, 

passed down as more a matter of tradition than because of overriding concerns for 

aesthetics or personal ways to be involved in the “art world.”  
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Where they learned that voo-doo that they do so well:  informal education 

This theme of the importance of family continues in the discussion of where the 

participants in this study learned how to make the handmade products around which their 

businesses now revolve.  In the above discussion of this topic, it was revealed that eight 

of twelve participants learned to make their products outside of formal education.  When 

asked where they learned these techniques and skills, two main informal ways of learning 

emerged in the ensuing discussion.  The first of these involves the home, as four 

participants (33.3%), Kathie Sever, Emily Kircher, Jill Bliss and Melissa Detloff, each 

discussed their mothers as being the source of training and education wherein they 

learned the skills now so essential to their businesses.  Considering the historical view of 

crafts being seen as “women’s work” (Gertie, 2010; Knight, 2009/2010; Pentney, 2008; 

Sanders, 2004; Stoller, 2003), this transfer of learning from mother to daughter is almost 

expected, a holdover of long-held tradition.  Indeed, Melissa Detloff’s experiences speak 

to this idea, as she explained that being taught art and craft techniques by her mother was 

but a continuation of a long-standing tradition of family teaching family, as her 

grandmother had taught her mother, as her mother had taught her before, and so on into 

the past.  However, most others who were taught by their mothers or other family 

members also informed us of the need to blend this knowledge with learning from other 

sources.  Emily Kircher reported merging what her mother taught her with her own self-

taught crocheting techniques, whereas Kathie Sever combined her family instruction with 

her collegiate art education.  Even Jill Bliss, who discussed the wealth of familial 

instruction found in her mother, grandmother, and grandfather, as each being important 

sources of art education, mingled this learning with other self-taught knowledge.   

The second theme that emerged in this discussion was that of self-taught learning 

being another important source of education for these participants who learned to make 



 65 

their wares outside of school or other formal educative settings.  This is immediately 

traceable to arising out of the blurring of the lines between the new craft movement and 

the DIY movement.  Informal learning, such as self-teaching, has long been a tenet of the 

DIY movement, as their whole premise is based on self-empowerment through self-

education and being able to make that which most buy (Stewart, 2005).  Half of these 

participants, namely Clarity Miller, Sarah Neuburger, Jenine Bressner, and Annie 

Mohaupt, report being primarily self-taught; this list does not include the two participants 

mentioned above who blended family learned techniques with self-taught techniques.  

Clarity Miller relates her self-teaching as being “all trial and error, and twelve dead 

sewing machines” (Miller, 2011, personal communication).  Yet still, self-teaching alone 

is not usually entirely sufficient as two of these four, Jenine Bressner and Annie 

Mohaupt, both report incorporating information derived from classes, either collegiate or 

other, with their largely self-taught practice.  This tendency to subsidize self-teaching 

with other forms of education should not undercut the importance the self-teaching, 

especially when considering that over half of these eight participants (62.5%) mention 

self-teaching as being important to their formation of their product line, in one way or 

another.  Self-teaching will most likely continue to increase in significance as a major 

form of education for upcoming generations, given the ubiquity of online tutorials, 

instructional manuals and books, and even television shows that are all centered on the 

premise of learning a skill or technique without having to go to any sort of structured 

educational setting or institution.   

Other Venues and Types of Informal Art Education 

A variety of other venues and types of informal art education were also presented 

in this larger general discussion of what types of non-traditional art education had been 
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experienced by the participants of this study.  Three participants (25%), Little Friends of 

Printmaking, Deb Dormody, and Jenine Bressner, each discussed the integral role 

museums played in their art education outside school. It is worth revealing that both Deb 

and Jenine are originally from the east coast area, wherein they had access to a plethora 

of museums, more than might exist in other parts of the country.  Four participants 

(33.3%), Deb Dormody, Clarity Miller, Melissa Detloff, and Christy Petterson, each 

mentioned having private art lessons outside of school in some sort of community setting 

as being important sources of informal art education.  Similarly, two participants 

(16.7%), Sarah Neuburger and Jenine Bressner, each told of taking college-level art 

courses before being college-aged as an important source of art education outside their 

compulsory schooling.  Sarah went to the Governor’s School for the Arts in South 

Carolina, which at the time was a summer camp for high school students wherein they 

took college level courses; she reports that it is now a year-round school.  Later, while in 

college, she continued to seek out art education in settings other than school as she 

undertook a summer work exchange program at Arrowmont School of Arts and Crafts in 

Gatlinburg, Tennessee.  Jenine started taking college-level art courses on weekends and 

in the summer when she was 14 years old.  She also credits time spent visiting wholesale 

suppliers in New York City throughout her childhood as being an informative type of 

informal arts education.  Two participants (16.7%), Sarah Neuburger and Christy 

Petterson, also brought up summer camps as being a place where informal art education 

was experienced.   

Some of these forms of informal art education, such as private lessons, early 

college classes, and even some museum-based education programs (if they are only 

available to those who have purchased museum memberships), all speak to a level of 

privilege not accessible to every student..  Private art lessons are a great way to expand 
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upon the art education received in EC-12 or to replace such education as it has been 

removed from the schools.  However, what becomes of the students who cannot afford 

such lessons?  This is not to undercut the benefit of these forms of education, and 

certainly there are programs that admit students based upon achievement rather than 

economics, but yet this question of economics and privilege, and others like it that hang 

unspoken, address the need for EC-12 art education to not only become an un-expendable 

part of the curriculum, but also to expand to include mediums and ideas that right now 

remain only available through private lessons.  It also speaks to the need for increased 

visibility of more affordable community based arts activities that are available in some 

cities and communities.   

Other, more easily acquired informal forms of art education were also brought up 

in this discussion.  Christy Petterson was the only participant (8.3%) who mentioned 

Scouts as a childhood source of informal arts education.  The Girl Scouts, in particular, 

has long been “traditionally known for the three C’s of crafts, cookies and camping” 

(Foderaro, 2002), thereby providing a substantial amount of informal art education to 

their members, which included about 10% of eligible girls in the 1970s and 1980s, when 

the participants in this study were children.  But scouting is changing, and is potentially 

reaching more girls nowadays as they have rebranded their image into a general one of 

well-rounded feminism (Foderaro, 2002).  The popularity of The Boy Scouts of America 

has declined over the past two decades as the organization has tumbled from controversy 

to controversy, yet the Girl Scouts are prospering, even hitting a 20-year high mark of 2.8 

million scouts enrolled in the program in 2002 (Foderaro, 2002).   

Two other participants, Clarity Miller and Tracy Bull both discussed a free form 

of informal arts education:  being surrounded by other artists and creative people.  

Clarity’s parents both “pursued art careers,” and as a result Clarity spent a large portion 
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of her childhood “around so many amazing artists who knew my parents,” who she refers 

to as having been a great influence.  Tracy offered, she feels that “knowing creative 

people is a huge outlet for artists-in-the-making.  Anyone with a passion for the arts can 

be a teacher unknowingly.”  This form of art education relies heavily on someone’s 

parents having creative or artist friends, but it is a free form of education available to 

anyone who can befriend someone creative.  Also, considering that it is never too late to 

learn something, those of us with a wealth of creative and artistic friends have this form 

of education readily available to us potentially throughout our lives.   

Final Thoughts on Art Educational Backgrounds 

It may be said that while the participants’ exposure to formal or informal 

education alone may not have directly caused their adult success, the combination of their 

formal art education with their varieties of informal art education did have an 

astonishingly profound impact.  It seems that neither formal nor informal art education by 

itself can bring about the sort of successful outcomes for art education one might hope 

for, however their combination seems to exponentially increase the likelihood of positive 

outcomes.  

DEFINITIONS, PERCEPTIONS, AND PARTICIPATION IN ART EDUCATION 

Definitions of Art Education 

No matter how much of a subject one might have studied, it is still curious to see 

how another person will define that subject.  Despite the obvious wealth of art education 

that the preceding pages indicate, I wanted to see how the participants’ verbalized 

definitions of art education compared with their actual art educational backgrounds.  As 

such, I supplied nine common definitions of art education and asked each participant to 

check off each of the definitions that helped to describe what “art education” meant to 
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them; they were allowed and encouraged to select as many answers as they wanted.  The 

nine definitions I supplied were: technical training of the making of art and/or craft; being 

taught to think about art and artmaking conceptually; a class of students that is led by a 

teacher in the making of art projects in a classroom; apprenticing with a working artist in 

their studio practice; linking art making to art historical references; being trained to make 

art as a way to address societal issues; being trained to make art as a way to deal with 

personal issues; being trained to make art for the sake of making art; and learning to 

crochet/knit/embroider/sew from your grandmother.  As I detailed the responses, I found 

it to be occasionally more significant to list which participants did not choose a specific 

definition and draw my analysis from that information.   

Seven of the total twelve participants (58.3%), namely Little Friends of 

Printmaking, Deb Dormody, Clarity Miller, Sarah Neuburger, Tracy Bull, Jenine 

Bressner, and Annie Mohaupt, agreed with all nine supplied definitions of art education.  

This represents three of the four scenarios within this survey; only Kathie Sever chose 

Scenario C, “Soccer mom by day, online craft diva by night,” so that category is left 

unrepresented as she did not agree with every definition provided.  However, this 

agreement from representatives of most scenario-based categories evidences that the 

scenarios and resulting categorization of participants within this study does not include 

any overarching differences among their attitudes and perceptions of art education.  

Interestingly, six of these seven participants were art majors in college; only Annie was 

not, but she was still in a creative field as she majored in architecture.  If we look at the 

commonalities shared among their informal art education experiences, it is seen that four 

of these seven, Deb Dormody, Clarity Miller, Jenine Bressner, and Annie Mohaupt, 

discussed the support of their family members being essential forms of informal art 

education.  Other combinations of smaller subsets of these seven also have in common a 
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variety of other forms of informal art education, such as extra lessons, college level art 

courses before college, museum education, and being surrounded by artists and other 

creative people.  This wealth of art education in multiple forms seems to have been 

instructive in forming this group’s broad definition of art education.  Indeed, in 

elaborating about their choices, Little Friends of Printmaking quipped, “our definition of 

art education is extremely broad.”  However, not broad enough for everyone as Deb 

Dormody actually offered another category she would have liked to have seen added to 

this list of definitions of art education:  “learning the inherent cultural value of art in 

societies/communities.” 

Neither Emily Kircher nor Jill Bliss chose the supplied definition of “technical 

training of the making of art and/or craft,” whereas the other ten participants did choose 

this.  Emily’s elaboration about her choices seems to directly refute this choice, however, 

as she said, “I only had formal art education at a very young age, most of it was before I 

was 14, so to me it means learning to work with your hands to express what is in your 

head, for whatever reason.”  Technical training is definitely a part of art education, by no 

means the totality, but a very major part nonetheless, as one must have the technical skills 

required by any given medium in order “to express what is in your head.”  It is my 

speculation that Emily did not choose this as she was thinking about these definitions as 

each being a possible sum total definition of art education.  Jill did not provide any 

elaboration to explain her choices, but based on the fact that she only chose one 

definition, I have to wonder if she misunderstood the invitation to choose multiple 

definitions.   

All participants unanimously chose “being taught to think about art and artmaking 

conceptually.”  This definitely speaks volumes to the importance of conceptual ideas in 

each of these individuals’ work, as well as even possibly within each of their own formal 
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art education experience.  It does speak to lack of formalism among these participants, as 

this choice seems to evidence a more postmodern approach to artmaking and art 

education.  Interestingly, there was far less unanimity among two other related choices. 

Only eight of the twelve participants (66.7%), Kathie Sever, Little Friends of 

Printmaking, Deb Dormody, Clarity Miller, Sarah Neuburger, Tracy Bull, Jenine 

Bressner, and Annie Mohaupt chose “being trained to make art as a way to deal with 

societal issues.”  Nine participants (75%), the same group as above except with the 

addition of Melissa Detloff, chose “being trained to make art as a way to deal with 

personal issues.”  I saw both of these definitions as outgrowths of the idea of training 

students to address concepts and big ideas within their artmaking; clearly, my line of 

thinking was not shared by those who did not choose these definitions.  By way of 

explanation, Christy Petterson, who did not choose either of these options, offered her 

own definition of art education as “being exposed to art and learning the skills required to 

make art.  [These two options] are continuations of this process.”  It seems that while she 

did not disagree with these options, she did not seem to think these selections were 

worthy of being picked on their own.  Melissa did not offer any explanation or 

elaboration on her choices, so we are left to our own speculations about why she agreed 

with being trained to make art that deals with societal issues but not personal issues.  My 

first impulse as to why this may involve the sometimes stigma of doing “self-therapy” 

through one’s art.  While this is seen as a viable form of self-expression and therapy, 

there seems to be an unspoken consensus that this does not in fact always produce good 

art.  It is purely my own speculation that this could be why she did not choose this 

definition, but it seems possible.  It could also be that she simply finds social justice 

issues to be a more compelling reason to teach students to make art, rather than simply 

supplying them with a form of therapy.   
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On a similar but more formalist note, ten participants (83.3%), Kathie Sever, 

Little Friends of Printmaking, Deb Dormody, Clarity Miller, Sarah Neuburger, Melissa 

Detloff, Tracy Bull, Jenine Bressner, Annie Mohaupt, and Christy Petterson, chose the 

definition of “linking artmaking to art historical references.”  Each of these participants 

know that art history plays an important role in conscientiously making art that either 

evokes or appropriates these antecedent images.  This is especially true with regards to 

postmodern artmaking and interpreting art.  Much contemporary art references something 

that came before in a way that informs the viewers reading of that piece in significant 

ways.  This sort of education is a vital part of creating well-rounded students of art who 

are comfortable with making their own aesthetic judgments and assessments whenever 

they encounter art.  Another reason that this option may have been so popular is that this 

kind of art historical knowledge can play a large role in both the understanding and 

perpetuation of irony in handmade pieces that is so popular in the craft world today 

(Metcalf, 2008).   

Almost everyone, eleven of twelve participants (83.3%), all except Jill Bliss, 

chose the definition, “being trained to make art for the sake of making art.”  This phrase 

has long been evoked as not only a reason for art education but also as a reason for 

making art in general.  This phrase was first brought into the lexicon of art and art 

education in the late 19th century and as such has been a part of art that everyone educated 

in the last century could have encountered.  The ubiquity of this phrase abounds in both 

positive and negative references, and undoubtedly it has sunk into the subconscious of us 

all.  However, I feel in this day and age, there are far better reasons to teach art than for 

some antiquated, bourgeois notion of art existing outside of sociopolitical contexts.  I 

included this question to see how people responded to it.  From the popularity of it being 
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selected in this survey, I draw the conclusion that we have all been told at one point or 

another that this is a legitimate reason to teach and make art.   

Tellingly, the option “a class of students that is lead by a teacher in the making of 

art projects in a classroom,” was chosen by everyone but Kathie Sever and Jill Bliss.  

Since Jill only chose one definition, and we already explored the possibilities as to why 

she did so, full attention can be turned to why Kathie made this selection.  Her proposals 

for what should change within EC-12 art education shed some light on this topic being 

omitted from her selections.  Kathie feels that EC-12 art education is largely “inside the 

box” and needs to be more or less reconceived from scratch; this notion will be further 

explored in a subsequent section of this chapter.  In Kathie’s elaboration about her 

choices for this question, she gave a very enigmatic response:   

I feel that art education is derived from a personal need to attain knowledge.  We 
all want this knowledge in slightly different contexts.  What drives/inspires one 
person may not do the same for another.  It all comes down to the energetic desire 
to make art, and where that energy lives within a person. That's obtuse, I know. 

This person-centered form of art education that Kathie alludes to is actually very 

important to me as an educator, so I personally was very pleased to read her answers.  

Her response here dovetails beautifully with my personal mandate in my teaching to meet 

learners where they are and build from there, so that together we can indeed find where 

that energy does live.  Yes, Kathie, it is obtuse, but obtuse is useful here.   

Carrying on with the theme of locations of art education, we arrive at the option, 

“apprenticing with a working artist in their studio practice,” which was chosen by ten of 

the twelve participants (83.3%); Emily Kircher and Jill Bliss were the only participants 

who did not choose this definition.  Again, this feels contradictory to Emily’s explanation 

of her personal definition of art education being any form of learning how to express with 

one’s hands what is in one’s mind.  However, Clarity Miller mentioned this very topic in 
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her elaborations about her choices as she reiterated, “The most influential art education 

I've received is from knowing, idolizing, investigating or working with other artists.”  As 

you read above, Clarity discussed this topic in her recounting of her informal art 

education as well.  Looking back to the Renaissance and earlier, extending through the 

1700s, this apprenticeship model was a primary way to receive art education.  It is only in 

the past 100 years or so that art education as we know it has changed into something that 

anyone in school can encounter.  Truly, this is one of the oldest forms of art education 

discussed in this study, and I find it extremely interesting that people so immersed in art, 

making their livelihood from it, do not recognize the relatively brief history of our 

modern definition of art education.   

Arguably, the oldest form of art education to be discussed in this study is found in 

the next and last definition, “learning to crochet/knit/embroider/sew from your 

grandmother.”  The seemingly inescapable issue of family is raised again in this 

conversation, unsurprisingly as it is beginning to seem an inextricable part of this study.  

Ten participants (83.3%) agreed with me as they chose this option; again, Emily Kircher 

and Jill Bliss were the only participants who did not choose this definition.  This was 

especially surprising since they both discussed the important role their families played in 

their own art education.  Emily learned how to crochet from her mother, and Jill learned 

art skills from her mom and her grandparents.  This omission on both their parts likely 

evidences one of two things:  either they did not realize their own contradictions between 

held definitions and lived experiences, or they did not understand the invitation to answer 

the question with truly as many answers as they felt resonance with.     

In longer text elaborations offered by some of the participants, other definitions 

came forward, such as Annie Mohaupt’s broad based definition:  “I think any time you're 

taking part in a creative endeavor, it's art education.  I always learn something when I'm 
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doing a creative task.”  But it was possibly Clarity’s expansions on her ideas that best 

expressed the spirit of this question, as she said, “I think these all qualify as art education, 

as they are all forms of creative expression. There is no official or proper way to get an 

art education – it depends on the individual.”   

Participation in Art Education 

In thinking about the varied forms of art education represented by this group of 

participants, I was curious to see how many of them internalized the idea that art 

education can come from almost anywhere, and took it upon themselves to do their part 

in passing the creative torch.  In other words, how many of them are educating others 

through some form of art education?  I was extremely pleased to discover that this was 

one of the points of unanimity in the survey results, as all twelve participants reported at 

least some engagement with teaching a form of art.  Interestingly, only ten of the twelve 

actually answered, “yes, I am educating others,” but in textual elaborations all twelve 

provided evidence that they in fact were doing so, regardless of their “no” answer.   

Several participants offer classes teaching some of the skills they use in their 

businesses, such as the classes taught by Kathie Sever and Deb Dormody.  Kathie also 

recently published an instructional book rife with ideas and practical solutions to making 

crafts as a family, with tips for working with small children (Sever, 2011).  Deb also 

educates her customers about her bookbinding processes by way of her website and 

packaging.  In addition, she operates a store called Craftland, “a shop carrying the work 

of only independent crafters.”  Similarly, Emily Kircher is educating her customers 

through the simple process of doing business with them, “since I use all recycled 

materials, I'm educating them on the value of recycling and reminding them to reuse or 

donate items they no longer want rather than throwing them away.”  Annie Mohaupt 
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inadvertently became an educator simply through the process of hiring employees and 

interns, and having to train them in the various skills needed to make her handmade 

shoes, although she notes that, “I'm still the only person who can totally make them from 

scratch.”   

Two participants, Little Friends of Printmaking and Jill Bliss, teach in more 

formal art education contexts.  Jill Bliss teaches “one-off workshops and formal classes in 

the graphic design department at Portland State University.”  Little Friends of 

Printmaking has a particularly high level of involvement in art education as they are 

“invited to do lectures, residencies and visits at various colleges and universities. We 

occasionally invite groups to our studio to talk or work. We have taught design and 

screenprinting courses for both adults and EC-12 children through a local museum.”   

Several participants use the Internet heavily in their art education efforts.  Sarah 

Neuburger, who officially answered “no” to the question of whether or not she was 

educating others, uses her online blog for technical training, as well as providing one-on-

one technical training in person.  Jenine Bressner, who is very pragmatic and 

multitasking in her art education efforts, teaches and does mentoring but also uses the 

Internet to post technical tutorial videos that she makes to educate others.  This form of 

art education is especially fitting as a way for her to teach, as she learned at home using 

various books and tutorials when she was a student.   

The theme of family is revisited yet again as Tracy Bull, who also officially 

answered “no” to the question of whether or not she was educating others, did confess to 

educating her four year old at home as she wondered, “Does my four-year-old count?” 

Yes, Tracy, it counts; you are an educator!  This type of art education, although not 

reported by other participants, is undoubtedly going on in the homes of those participants 

with children and is a carrying on of the way that many of the respondents were educated.   
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Clarity Miller, Melissa Detloff, and Christy Petterson seemed to take a more 

holistic and general view of themselves as art educators.  Christy noted that she is an art 

educator, “not so much in teaching people actual skills, but I think through encouraging 

others (whether through blog posts that I write or by producing an event they can 

participate in).” Christy hosts the Indie Craft Experience craft show every summer in 

Atlanta, and I can say from my own experience participating in other craft shows, that the 

process of selling your wares in these settings is extremely educational in a 

“bootcamp/trial-by-fire” sort of way.  Sellers learn fast what works and what does not, as 

well as picking up myriad tips and ideas from other sellers.  Melissa approaches her role 

as an art educator “very casually – just working with friends on projects, doing projects 

with my niece and nephew, etc.”  Clarity’s view of herself as an art educator is more 

holistic:  “If I inspire others to try their hand at art or crafting, it’s educating. By being an 

example of someone whose life and career focus on making things, I’m encouraging 

others to pursue art in their own way.”   

The wide range of art education forms taught by these participants is unsurprising 

given the wide range of art education they themselves experienced within their formative 

years.  I was surprised that all the participants are indeed actively working to educate 

others, simply because I figured that the rigors of running a business, and in many cases 

balancing that with family responsibilities, may be too time consuming to allow any time 

for educating others.  It was especially gratifying to see their reported definitions of art 

education from the above section come alive in these real-life applications of how they 

themselves are educating others.   
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Other Feelings and Definitions 

A person’s beliefs about the art world is going to shape how they respond to it, 

engage with it, talk about it, and continue to participate with it.  This is especially true 

considering that even in the second question of the survey, wherein I asked for each 

participant’s personal story of how their businesses were started, three of twelve total 

participants mention feeling dissatisfied in some way with the art world before embarking 

on their own creative enterprises.  This dissatisfaction took multiple forms:  Kathie Sever 

discussed how she found the art world to be “annoying” after finishing art school.  She 

turned to crafts, as she preferred “the pragmatism of craft and weaving it into my daily 

life rather than attempting to produce something that the art world would approve to hang 

on a white wall somewhere static.”  Little Friends of Printmaking shared their feeling of 

being very adrift after graduating from college, as their schooling did not provide artists 

with a clear idea of a career path.  They had started The Little Friends of Printmaking 

while still in school and kept going with it after they graduated, as it “seemed to suggest 

more of a career path than anything else that had been presented to us.”  Christy Petterson 

had grown up always being creative, but sometime in late high school or college she 

“realized I couldn’t keep up with the people who could draw and paint amazingly.  I also 

felt like ‘artists’ took themselves very seriously.  And I didn’t.  Nor did I want to.  I felt 

lost about my place in the visually creative world.”  This was Christy’s belief until she 

found GetCrafty.com, and then her whole world changed.  All three of these stories 

illustrate one common thread:  if it had not been for a lack of ways to gain comfortable 

and validating entry into the larger art world, these individuals may never have come to 

find the craft world with all its myriad ways to gain entry, and may have never even 

started their own businesses.  I am loathe to paint the craft movement of the past decade 

or so as nothing so much as a reaction to the inaccessibility of the rarified Art World, 
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with all its connotations of wealth and elitism, but I have to acknowledge that there is at 

least a small part of that responsive activity at work in the rise in popularity in the 

craftosphere.  For some people, such as Christy, who’s example illustrates this notion 

perfectly, making and selling art and craft products has come to represent a way to still be 

involved in the production and hand-making of creative objects as well as become known 

as a creative maker, of whatever stripe. 

Speaking of stripes, I asked the participants who selected Scenario A if they had 

to choose a label, would they call themselves “artist,” “crafter,” “craftsperson,” 

“designer,” or “maker,” and why.  In retrospect, I wish that I had asked this question of 

every participant, as the results are fascinating.  In text analysis, the word “artist” 

dominates the following answers, followed in popularity by “crafter,” “designer,” 

“maker,” and “artisan,” in decreasing order.  The label “human” seems to have also found 

some popularity, although it was not an option included in the question.  Sarah Neuburger 

stated that she chooses all the given terms, which serves to highlight the ambiguity, and 

to a certain extent the interchangeability of these terms, at least in the view of the general 

public.  Two participants chose the term “designer,” although Little Friends of 

Printmaking reports using “artist” and “designer” interchangeably, while Jill Bliss cites 

her practicality as preventing her from being labeled as anything else.  Little Friends of 

Printmaking raised an interesting point when they mentioned that in some professional 

contexts it would be inappropriate to refer to themselves as “artists.”  While artists are 

certainly respected members of society, they are not often seen as professional.  In the 

world of upscale design, I can certainly see how this form of self-reference could be 

detrimental to others’ images of you, your company, your work ethic, and your product.   

Christy Petterson, Tracy Bull, and Clarity Miller reported vacillating between 

“crafter” and “artist.”  Both Clarity and Christy expressed some discomfort with the word 
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“crafter,” as for some people this term evokes the lowest common denominator form of 

crafts, such as things made from kits, as well as things made from pipe-cleaners and 

doilies.  Clarity perhaps summed up the problem best as she explained that “there has 

been a revolution in the craft world with Etsy, Handmade Nation, Sublime Stitching, 

Urban Craft Uprising and modern craft fairs, but the term ‘crafter’ still seems stuck in the 

past.”  Christy discussed how she feels as though she may be “becoming more of a 

designer” but she is not totally ready to claim the title.  She also likes the title of “maker” 

but she is not sure how many people outside the art/craft world would actually totally 

know what that means.  Tracy finds middle ground with the word “artisan,” which to her 

feels as though it is somewhere between “artist” and “crafter,” but she also reports being 

fine with either of those terms.   

Melissa Detloff seemed to find discomfort with the whole labeling convention, 

preferring instead to say that she’s a “human being who likes to make things,” as this 

makes it “more accessible/approachable” to the outside world.  She feels that “when you 

put a label on yourself it sets you apart from everyone else and makes what you do as 

‘other,’ and it doesn’t have an ‘other’ place in my life.”  Jenine Bressner was the only one 

totally comfortable claiming the “maker” title outright.  She finds it to be “the most 

neutral and accessible label and it allows me to avoid this ‘art vs. craft’ poppycock.”   

FAMILY INFLUENCES 

Popping up again and again throughout this chapter is the topic of “family.”  

There is no way to overstate the massive influence that a family can have on one’s life.  

This is seemingly especially true in relationship to the arts, as familial response to the arts 

can range so dramatically, as showcased in Annie Mohaupt’s parents, who “basically 
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forbade me from being an art major, as it’s really not a practical degree,” to Jenine 

Bressner’s parents who supported her art interests in numerous ways:  

I frequently went to art museums and wholesale suppliers in NYC throughout my 
childhood. I started taking college art classes when I was 14 in summers and on 
weekends. My grandmother lived with us, and she taught me how to sew when I 
was 5. I learned a lot about making jewelry from watching my mother, and I drew 
on placemats (often from observation) every single time I went out with my 
family. My father encouraged me to start keeping a sketchbook when I was eight 
years old, and made me start when I was ten. Friends and relatives always gave 
me boxes of weird old things to use in art projects. That started when I was seven. 
I was extraordinarily well supported! 

Interestingly, the wide reporting among all twelve participants of having been enrolled at 

some point in some sort of extracurricular, informal arts classes/programs may reveal just 

as much if not more about their parents than it does about the participants themselves.  

This is especially true with regard to those classes and programs that cost money above 

and beyond the normal cost associated with their child’s education.  Such choices on the 

part of their parents evidence the value they placed on arts education as being a 

worthwhile pursuit and therefore justifiable expense for their children.  

The tradition continues for those participants who are now parents themselves.  

Both Kathie Sever and Clarity Miller discussed their children as being important 

considerations in their choices to become entrepreneurs.  Kathie mentioned that it was not 

until her daughter was born that she “decided to make my craft stuff my job.”  Clarity 

mentions how working her own hours as her own boss is ideal for also being a mom, as 

she can work when they are sleeping or at preschool, and can be home with them the rest 

of the time while her husband is at work.  However, Clarity also mentions that while her 

children are young, she is not sure how to expand her business, as she would otherwise 

like to do.   
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As previously stated several times, the crafts do have a rich history of traditionally 

being learned in the home, especially matrilineally.  Perhaps this can contribute to the 

significant role that family plays in this study.  However, I think it has more to do with 

the reality of who these participants are, in that they are all artists and creative people, 

looking for a way to make a living in the arts without being part of the rarified Art World, 

which is not exactly known for its embrace of family relationships.  Whatever the case 

may be, the importance of families both in the artistic formation of these participants, as 

well as in their considerations of what directions to take their businesses, cannot be 

understated or overlooked.   

BUSINESS BACKGROUNDS AND TRAININGS 

The success of the participants’ businesses is especially remarkable considering 

the absolute dearth of formal business education among them. Only one participant, 

Jenine Bressner, responded positively to the questions of whether or not there was any 

available career management or entrepreneurial business training offered in their college 

art education.  Jenine actually reported that her alma mater, Rhode Island School of 

Design, offered an extensive series of free seminars/lectures about portfolio development 

and business concerns, as well as providing listings of job opportunities and internships.  

Tracy Bull noted that the lack of such education at her college was a very “lame” part of 

the program that she hopes has been changed in intervening years.  Sarah Neuburger was 

more holistic in her answer, as she pointed out that while these career-specific sorts of 

resources were not available formally, professors were available for after-hours advice. 

Nonetheless, knowing the extent to which these participants had to play catch-up with 

their business education will give the suggestions that are made for topics to include in 

EC-12 and collegiate art education in the next section a new dimension, as this advice is 
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coming from people who know specifically how challenging this path can be for those 

who lack these skills.  I know first-hand how this lack of formal education of this type 

can create certain specific obstacles to be overcome, such as learning how to track and 

manage sales and sales tax, maintaining inventory lists, understanding wholesale and 

retail pricing structures – the list can go on and on.  As Cherbo (2008) points out:  

These skill sets tend not to be part of a traditional arts school training curriculum, 
but an artist who is not only good at his or her craft but also has business acumen 
and knowledge about dealing with intermediaries has a leg up on the career 
ladder.  Andy Warhol was a preeminent promoter.  Picasso was gifted in 
managing his works in the marketplace. (pp. 82-83) 

It seems that some schools are beginning to recognize this lack of curricular substance 

and may be beginning to introduce change.  Cherbo (2008) backs this assertion, stating, 

“career management courses, however, are increasingly finding their way into arts 

schools, as well as being offered by arts service organizations and others” (p. 82).  For 

example, starting in the fall of 2011, The University of Texas at Austin added a Portfolio 

Program in Arts and Cultural Management and Entrepreneurship, that is designed to be a 

“certification program that provides students with cross-disciplinary theoretical and 

practical training related to the management and governance of arts and cultural 

organizations, and/or the business dimensions of an entrepreneurial artistic career” 

(Portfolio program in arts and cultural management and entrepreneurship, n.d.).  It is 

designed to be an add-on to any existing master’s or doctoral degree plan; regrettably, it 

is only open to students in master’s or doctoral programs, but at least it is a step in the 

right direction.   

 Despite the lack of formal business education, the participants do have a wealth 

of business training and preparation from a variety of other, informal sources.  These are 

not entirely unlike their art educational backgrounds with the wealth of informal 
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education those stories showcase.  When asked if they felt prepared to start their 

businesses, only one of twelve, Tracy Bull, answered yes.  She stated that this preparation 

came from her formal education despite the fact she also stated there was no available 

business or entrepreneurial training as part of her collegiate art degree.  I have 

speculations that perhaps she means that she felt prepared because she was so thoroughly 

trained in the making of her product, but it is possible she took some formal business 

education that she is not otherwise reporting.  Nine of twelve participants (75%), Kathie 

Sever, Little Friends of Printmaking, Deb Dormody, Jill Bliss, Sarah Neuburger, Melissa 

Detloff, Jenine Bressner, Annie Mohaupt, and Christy Petterson, reported feeling “sort 

of” prepared to start their businesses and two of twelve participants (16.7%), Emily 

Kircher and Clarity Miller, reported they did not feel prepared when they started their 

business.   

For those who were sort of prepared, there is a variety of ways this preparation 

came to be.  Kathie Sever was the only participant who reported her preparation coming 

from mentorship with a colleague.  Deb Dormody was the only respondant who took 

informal/community education classes to aid in her business preparation.  Deb also notes, 

“I wasn’t afraid of doing math and that seemed to help.”  Melissa Detloff and Jenine 

Bressner both found their preparation to be a boon in promoting feelings of preparedness.  

“I just always felt confident I could be my own boss!” Melissa declares.  Jenine echoes 

that sentiment somewhat, stating the she “was confident because I knew that I was 

offering something unique.  I enjoy the privilege of having mostly made things that were 

pretty much always well received.  I knew that was special, and the work could sell itself 

more than needing me to be its salesperson.”  Christy found her preparation through “lots 

of reading.”  Tracy, who found her preparation in formal education, further described her 

feeling of preparedness, saying, “it was so simple in the beginning:  sell stuff > make 
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money > buy more stuff to make more stuff (sic).  There was no debt or borrowing for 

the business, it happened very easily and organically.”  Annie may best sum up this 

notion of being prepared as she stated, “I felt ‘sort of’ prepared only because I had NO 

IDEA how much work it would be (emphasis in original).  I really wasn’t prepared, but if 

I knew how not-prepared I was, I’m not sure if I would have started in the first place.”  

These varied forms of preparation and subsequent success simply show that with 

ingenuity and creativity, anyone can carve their own path:  that there is no oblique, black 

and white, “right” way of getting started and cautioning on in the business of craft.   

Although perhaps not explicitly in answer to the question of, “where did your 

business preparation come from,” but from answers to various questions within the 

survey, nine of twelve participants (75%), Little Friends of Printmaking, Jill Bliss, Sarah 

Neuburger, Melissa Detloff, Deb Dormody, Emily Kircher, Annie Mohaupt and Christy 

Petterson, each reported their preparation at least partially coming from a former job or 

career, or at least discussed the inspiration their prior job(s) or career(s) provided.  

Previous jobs seemed to definitely provide a stepping-stone for both Deb Dormody and 

Melissa Detloff.  Deb worked for a gift gallery in a marketing capacity, where she 

actually gained very valuable insight into the buying process and what storeowners look 

for in a vendor.  She also reports acquiring financial management skills and 

administrative/clerical skills.  Melissa worked at an “independent fabric store and sewing 

like crazy, sewing more things than I needed and could give away.”  Emily Kircher 

reported that her previous job helped a lot in her starting of her business, as she acquired 

skills she still used today.  Additionally, she cites her science background as enabling her 

excellent critical thinking skills, which stands as testament to a well rounded education.  

Annie also found that her training and seven year career as an architect left her with many 

valuable abilities, including administrative/clerical skills, technological savvy, and most 
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importantly, other skills that are essential to her shoe making:  drawing and designing, 

sourcing, project management, 3D modeling, and engineering skills.  Sarah found a 

variety of types of preparation working at a non-profit arts organization, “where I had to 

learn both html and website maintenance, while learning to write grants and how to use 

Quickbooks.”  Similarly, husband and wife team, Little Friends of Printmaking, reported 

that Melissa’s past job, working in a museum as a preparator, “was more thorough and 

valuable than any course of study in college.  We continue to lean on that expertise.”  

Also of value were James’ experiences designing websites in the early days of the 

Internet, which “helped us to see the potential of the Internet and gave us a lot of skills.” 

The learning that each of these participants acquired on the job in previous careers 

demonstrates the beauty of transfer of learning, due entirely to not just securing rote 

procedures and isolated facts, but also possessing a deep understanding of the tasks with 

which they were charged.  Such understanding engenders the ability to apply that 

knowledge to a variety of unrelated tasks in wildly different contexts, such as using 

engineering knowledge from architecture in the making of shoes.  

Current States of Participants’ Businesses 

In order to further legitimize their opinions on such matters, the current state and 

factual data that I acquired about their businesses should be presented.  Eleven of twelve 

participants (91.7%), Kathie Sever, Little Friends of Printmaking, Deb Dormody, Emily 

Kircher, Jill Bliss, Clarity Miller, Sarah Neuburger, Tracy Bull, Jenine Bressner, Annie 

Mohaupt, and Christy Petterson have been in business for 6 years or more.  Melissa 

Detloff quit her business between 3 and 5 years of selling.  Sarah is currently only selling 

her products online, whereas Deb, Emily, Jill, Tracy and Annie are selling their wares 

both online and in boutiques and/or shops.  Three of twelve participants (25%), Kathie, 
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Jenine, and Christy, reported currently selling their products online, in shops/boutiques, 

in craft shows, and via word of mouth.  Little Friends of Printmaking report currently 

selling their products online, in shops/boutiques, in annual craft shows and in art shows.  

No other participant reported having a foothold in any sort of fine art setting.  Clarity 

reports that she is ready to expand her business but isn’t sure how to do so with no capital 

and limited time available, due to her having responsibilities related to being the mother 

to her two young children. 

Of the participants who are still currently selling their work, Christy was the only 

one to report making less than 25% of their income through their business. Two of twelve 

participants (16.7%), Deb and Jill, report earning between 25-50% of their total income 

through their business.  Little Friends of Printmaking, Tracy, and Jenine, reported earning 

between 50-75% of their total income through their business.  And five of twelve 

participants (41.7%), Kathie, Emily, Clarity, Sarah, and Annie report earning between 

75-100% of their total income through their business. 

PROPOSALS FOR ART EDUCATION 

As can easily be imagined, anyone who has spent as much time immersed in art 

education – as either a student or a teacher – as have these participants, might have 

something to say about what should and should not be part of art education.  To this end, 

an open-ended question was included in the survey, asking whether or not the 

respondents had suggestions for college or EC-12 art education.  As a result, ideas for 

both settings were voiced.  Text analysis of everyone’s answers reveals that the words 

“teachers” and “see” showed up as the most popularly recurring ideas.  These were 

followed in popularity by the words “college,” “business,” “think,” and “make.” The 
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tertiary level of popularity revealed words such as “individual,” “change,” “public,” 

“important,” “ideas,” “setting,” and “everyone.”   

As that second level of popularity in words dictated, the idea of business 

education in art education was quickly raised.  Five participants (41.7%), Little Friends of 

Printmaking, Deb Dormody, Jill Bliss, Sarah Neuburger, and Annie Mohuapt, all 

discussed their wishes for more emphasis placed on the business aspect of being an artist 

and associated topics.  As discussed in the previous section of this chapter, none of these 

participants received any sort of business training as part of their art education, the lack 

of which is directly informing these recommendations.  Clearly, all these participants 

have drawn from what they wish they knew before going into business, or from what 

stumbling blocks they encountered along the way.  Little Friends of Printmaking and Deb 

gave their recommendations strictly for college level art education.  Little Friends of 

Printmaking recommended adding “more frank discussion about the nuts and bolts of an 

actual art career.”  Deb echoed this wish for frankness, as she expressed a need for 

students to be informed about “what it means to run a business, and how the challenges 

and rewards can compete.”  Without specifying whether she was speaking to collegiate or 

EC-12 art education, Jill Bliss shared that she thinks what is most needed is education on 

“the basics of how to run a small business. Everyone should have that knowledge and 

potential freedom from dependence on others!”  Annie Mohaupt gave similar but more 

general recommendations as she recommended that art education should include more 

information about entrepreneurship and marketing.  Sarah Neuburger finds that it can be 

helpful to “really look at how other artists or craftspeople made a living. By doing 

detailed biographies and timelines, contacting them directly and then exchanging the 

information in a group setting,” she found ideas for her own business.  
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Sarah’s recommendation of “really look[ing] at how other artists and craftspeople 

made a living,” speaks not only to the business side of being a working artist, but also the 

idea of how an artist’s creative process is sustained and built into their business model.  

Two other participants (25%), Deb Dormody and Little Friends of Printmaking, also 

wanted to see more information about what it means to be an artist in one’s day-to-day 

life added to art education.  Again, both these participants spoke specifically about 

collegiate art education.  Little Friends of Printmaking would like to see more discussions 

added about “the wide spectrum of participation in art and where you fit in.”  This is 

especially poignant advice considering the individual stories of each participant’s 

beginnings of their businesses.  For many of them, it took walking down the winding 

road of finding their own way of “fitting in” to the “wide spectrum of participation in 

art.”  This advice resonates especially with me as I played with myriad ways of “fitting 

in” after my undergraduate art education, trying to work for other artists, working as an 

artist myself, giving private lessons, and finally coming to school for preparation as a 

formal EC-12 art educator, only to find out during this experience about the wide world 

of arts administrators and other arts careers I never knew about.  There is truly a depth to 

the art world and its career possibilities that many students do not encounter until well 

after school.  

Deb voiced a desire to focus instead on the individual experience, as she thought 

“it would be helpful to spotlight the nature of being an independent artist.”  Indeed, many 

students are unprepared for the solitary existence of the working artist after the social 

experience of making art in a school setting.  Gone are the unsolicited opportunities for 

peer feedback and critique, for exchanging ideas and becoming spontaneously inspired by 

others’ work without having to leave one’s own work space, and facing deadlines that 

encourage finishing an idea by a certain time rather than tinkering with it ad infinitum.  If 
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there is a way that colleges could prepare students for that reality, then I wholeheartedly 

agree with Deb that they should.   

In a vaguely similar vein, Clarity Miller took a new twist on her previous theme 

and advised adding more visiting artists to the EC-12 art classroom.  She expressed that 

these visitors should not just be painters but rather include “a plethora of interesting and 

diverse artists to come into schools and teach – teachers are already so over burdened that 

they should not be expected to also provide an all-encompassing art education.”  This, of 

course, arises from Clarity’s aforementioned childhood wherein she was extremely 

influenced by the artists surrounding her.  If a school were lucky enough to be in a city 

with a multitude of artists, who are willing to give freely of their time and expertise to 

come spend the day in a school, this would be wonderful advice.  In response, I fully plan 

to invite as many artists as I can to visit my future students.  What may be more realistic, 

however, especially given that today’s youths are digital natives and may take to 

digitized, distance learning more readily, would be to arrange Skype or FaceTime or 

iChat visits with artists, perhaps for even something as simple as a question and answer 

session.  What would be more compelling, still, is if we could combine Clarity’s 

recommendation with Deb’s and invite artists to visit and/or video chat about the 

business, lifestyle, working conditions, and all other topics inherent in being a working 

artist.  We could even weave in Sarah Neuburger’s advice here and get biographical data 

on their evolution as an artist.  These additions could make for an extremely informative 

and inspiring art class.   

Clarity Miller, Sarah Neuburger, and Jenine Bressner each endorsed adding more 

experimentation and exploration to art education.  Clarity pointed out that when materials 

and media are taught as though they are something to explore, with boundless potentials, 

it could be more engaging since “children would be a lot more inspired by possibilities 
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than by rules.”  While I do agree with the idea of learning through play and the endless 

creative ideas that can abound from that, I feel as though, depending on the medium, 

some technical grounding in the medium in necessary before you turn a child loose, 

otherwise the child may become quickly defeated.  Speaking from experience, this can 

certainly be true of some sculptural materials, such as metals and glass.  Also, there are 

safety guidelines inherent in the proper use of some media that must be observed, even 

though this may halt experimentation and exploration.  Sarah discussed how easy it could 

be to have one’s style influenced by different teachers and mentors, and therefore 

learning how to be self-expressive is an important tool for helping to “stay true to your 

voice.”  I feel that this piece of advice would be better internalized by art educators, 

especially of young children, in making sure that our suggestions and feedback for 

children’s artworks are not overly heavy-handed or direct, so that we engage children 

with the opportunity to develop their own voice.  Jenine would like to see more efforts to 

“encourage collaboration and experimenting, both inside and beyond the classroom.”  I 

am a firm believer in collaboration, especially during experimentation as students can 

feed off of each other’s ideas.  In fact, Jenine’s recommendation is in keeping with ideas 

voiced by Cooper and Sjostrom (2006), who emphasize the use of collaboration in the 

EC-12 art classroom, although their ideas are not limited to the art room alone as they 

cite the cross-curricular opportunities inherent in many collaborative projects.    

Such cross-curricular opportunities would be a welcome sight to Little Friends of 

Printmaking, as they advocated for more interdisciplinary learning and the use of big 

ideas in EC-12 art education.  “In EC-12, we need to use art to help kids learn how to 

communicate larger ideas and integrate art into other fields of study.  There should be 

more crossover,” suggested Little Friends of Printmaking.  This may not have been the 

case when they were in EC-12 schooling.  However, these two strategies are being used 
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increasingly in art classrooms today.  These two strategies are also promoted by 

Anderson and Millbrandt (2005) as part of their vision for a comprehensive art education 

which is designed so that it “addresses real-world issues and meaning beyond school” 

and has primary features that are “discipline-centered, cognitive, thematic, 

interdisciplinary (as appropriate), and life-centered” (p. 7).  

Emily Kircher and Clarity Miller both underscored the importance of emphasizing 

self-expression as part of any art curriculum.  Emily Kircher stressed how vital art 

education is for EC-12 students as it is “so important in teaching children how to use both 

sides of their brain to express themselves.”  Clarity Miller feels that “children should be 

taught that there is no good or bad in art – it’s all individual expression.”  However, if we 

combine these ideas with Little Friends of Printmaking’s suggestion of using big ideas in 

the EC-12 art classroom, children could have the opportunity to express themselves about 

some larger ideas that they may not be able to otherwise put into words.  While I am a big 

supporter of self-expression, and even self-therapy, in artmaking I am also cognizant of 

the fact that if you hand a child a blank piece of paper and a crayon and say, “here, 

express yourself,” you would be likely to get the same drawing that you might if you 

said, “here, today is a free-draw day!”  It is my feeling that it may be easier to express 

something about oneself when that expression is coupled with a guiding idea.   

Interestingly, Sarah Neuburger was the only participant who advocated for the 

adding of more interpretation of existing art to art education, as she would like for 

students to be “learning how to look at objects both from an objective framework in 

terms of basic elements of design; but also recognizing how you are responding 

emotionally to a piece.”  This is something that deeply resonates with one of my personal 

goals for learning outcomes with my future students:  I want my students to have comfort 

and security with their own aesthetic judgments and personal interpretations of the art 
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and other visual stimuli they encounter daily.  Both Sarah’s recommendation and my 

stated goal mesh nicely with visual culture curriculum, which is heralded by many 

(Anderson & Millbrandt, 2005; Barrett, 2003; Darts, 2004; Duncum, 2002; Freedman, 

2003; Hermann, 2005; Tavin, 2003) as essential for a relevant art education; Anderson 

and Millbrandt (2005) even include it as one of the seven essential components of a 

comprehensive art education.  The closer I get to the classroom, the more clearly I see the 

imperative need for students to analyze their visual surrounds, to see with fresh eyes the 

details of the overwhelming amount of media they consume daily, so they can draw their 

own interpretations and conclusions.  Students need to know that they can and must make 

their own meaning of the visual world that surrounds them, that they need not wait for 

meaning to be handed to them.  Teaching in such a way that “assumes that visual 

representations are sites of ideological struggle that can be as deplorable as they can be 

praiseworthy,” enables educators to meet the students where they are, rather than starting 

with “the prescribed, inclusive canon of the institutionalized art world, but students’ own 

cultural experience” (Duncum, 2002, p. 9).  Additionally, interpretation and critical 

analysis of visual representations awakens students to the idea of art as a “form of social 

production and the creation of work is only part of the product; it is the viewer that 

completes the work”  (Freedman, 2003, p. 4).  Students have to be aware that the ability 

to draw their own interpretations is not only beneficial to them individually, but is 

beneficial to the “social production” of art.  They have to do their part to make art 

meaningful.  Needless to say, many leading scholars in art education and I 

wholeheartedly agree with Sarah’s recommendation.    

Two participants, Melissa Detloff and Tracy Bull, focused on the more technical 

aspects of the actual artmaking being taught.  Melissa mentioned the importance of 

gaining a technical foundation through art education, which she discovered as “I went 
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through the university model which was focused mostly on the conceptual, but in looking 

back I can see the value of the community college model, which focuses on teaching you 

the technical aspects.  You need that foundation to execute your ideas.”  It is very true 

that the idea of expressing oneself through their artmaking is all fine and good, but if one 

lacks the skills to make their expression clear and readable to others, then little more than 

art therapy is achieved.  With all the emphasis on big ideas, visual culture, and conceptual 

thinking, it can be easy to lose sight of the actual technical side of artmaking, which must 

remain an important component of art education.  Along these same lines, Tracy 

discussed the necessity of learning techniques that could be employed to make functional 

items, such as how “they teach knitting and crocheting in other countries at an early age, 

and I’d love to see this taught in the states at an elementary school level.”  Interestingly, 

this practice is actually part of the curriculum of the Waldorf Schools in the U.S.  The 

curriculum states that as young as age seven, “both boys and girls should learn to knit 

with two needles simple, useful things such as a dish-cloth” and by age eight “children 

should learn to crochet, and should carry on knitting more complicated articles. . . . 

Simple embroidery should be done to the children’s own designs” (Childs, 1991, p.193).  

Other similar craft techniques are added to the “handwork” curriculum, as the students 

mature:  such techniques for elementary students include knitting, crochet, and 

embroidery as well as sewing; by age 11, students begin sewing clothing; by age 12, 

students start their woodworking, “with stress on the awareness of how beauty and utility 

can be combined in the same article” (p. 197).  By age 15, students learn basket work and 

other cane work, as well as carving in wood and stone combined with clay modeling; and 

bookbinding is added by age 17 (Childs, 1991).  In what is traditionally referred to as 

high school, art classes are taught in addition to “handwork” as  “art becomes a subject in 

its own right” (Childs, 1991, p. 193).  As for art classes in public schools, I think it may 
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depend totally on the school, teacher, and school district.  Since there are not any hard 

and fast standards that art teachers must adhere to, there is a distinct possibility that some 

teachers may include functional techniques such as knitting or sewing but there is no 

guarantee that this will be done.   

Two participants, Kathie Sever and Clarity Miller, want to see radical changes 

and reconfiguring of the entire way art education is addressed within EC-12 education.  

Kathie feels that “EC-12 art education, at least in public school, is pretty much a joke.  

It’d have to be a radical retraining of teachers to satisfy what I see as fundamental need 

for change.  Public art ed is so ‘in the box’.”  It would be very informative for us to know 

what sort of change she would like to see, and what exactly she means by “in the box.”  I 

have a sneaking suspicion that she is referring to art education that is mostly formalist, 

focusing on elements and principles of design while mimicking a particular artist or style, 

as that seems to be present quite often in EC-12 art classrooms.  I would be curious to see 

how Kathie feels about thematic art instruction, centered on big ideas and social justice 

topics.  “I would change the way art is presented in a school setting,” notes Clarity 

Miller, and then goes on to call for her aforementioned suggestions of emphasizing 

exploration, self-expression, and visiting artists, but she also realizes that this may be 

unrealistic as “of course, we’re pretending here that American schools are well funded.”  

Funding of art programs is a critical issue.  What discussion of art education in America 

would be complete without bringing up the financially induced limitations of that 

education?   

Jenine Bressner continues this conversation on the topic of funding as she calls 

for obvious needed improvements as she vehemently declares the need to “increase 

funding! For more teachers, smaller classes, better facilities and supplies, more field 

trips.”  This conversation of funding is especially relevant this year, and in the State of 
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Texas.  It has been true for some time that “Texas has consistently trailed most states in 

per-pupil education spending” (Selby, 2011, p. 1), and just in this past legislative session, 

the Texas legislature “cut public education by about $537 per student over the next two 

years” and eliminated 900 jobs in local school districts (Weber, 2011).  This is in addition 

to slashing the budget of the Texas Commission on the Arts by 56%, which has direct 

impact on public school arts students, as TCA used to partner with the Texas Education 

Agency to supplement arts programs in ways that the schools could not fit into their 

budgets (Black, 2011).  Additionally, the cuts to TCA affect some of the local museums 

that have traditionally relied on that organization for grants, which they use to reach out 

to public schools art students as well (Black, 2011).  The example of funding in Texas is 

bleak, but bleaker still is that similar stories are playing out in other states across the 

nation as legislatures and school districts scramble to find ways to make up immense 

budgetary shortfalls.    

Unsurprisingly then, two participants, Emily Kircher and Christy Petterson, made 

the case for simply ensuring that art education remains part of EC-12 education.  As 

Emily says, “in this time with decreasing budgets, art and music are the first classes to be 

cut, but they are so important.”  Christy goes one step further, adding that she wishes art 

education were simply “more readily available.” It seems almost ridiculous, that after 

pages of discussion about the fine points of what art education should contain, should 

place more emphasis on, or should add, that we have to settle back down to reality with 

the admission that in this day and age, with a nationwide economic crisis and cutbacks in 

every direction, the certainty of art education as part of the EC-12 curriculum is not 

entirely secure:  “The primary purpose of education is to enable students to make a living 

as adults; without this capability, everything else falls away” (Taylor, 2011, p. 22).  If we 

accept Taylor’s premise that the purpose of education is indeed to enable students to 
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someday make a living, then why is art education not revered as an essential part of 

education?  As the participants in this study have shown, and as countless other art 

entrepreneurs all across this country show, art education can and does help enable 

students to make a living, and possibly even do so in a way that is enjoyable.   

CHAPTER SUMMARY 

As stated in the introduction to this chapter, and evidenced by the intervening 45 

pages, getting to the heart of how any one person’s EC-12 art education has affected, and 

continues to affect, their development as an creative entrepreneur is no easily 

accomplishable task.  This chapter has discussed extensive formal art educational 

backgrounds of all twelve participants, their wide varieties of informal art education, the 

personal definitions and perceptions of art education of each participant, family 

influences, business backgrounds and training, and each participants’ proposals for art 

education in both EC-12 and collegiate settings.  This chapter has also presented my 

analysis of this wealth of data, and drawn implications from it.  The next chapter presents 

the four participants who were interviewed further, and will capture these interviews as 

narratives to create more holistic portraits of the four individual journeys from EC-12 art 

student to creative entrepreneur.   
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Chapter Five:  Interviews and Narratives 

As stated in Chapter Three, based on the results of the surveys, four participants, 

one from each of the scenarios presented within the survey, were chosen for further 

interviews.  The purpose of these interviews was to create a representative and holistic 

portrait of the long-term outcomes of art education, and the various paths taken by the 

participants to reach these outcomes.  The interviews were conducted three different 

ways:  in person, via recorded telephone call placed through Skype, and through email.  

As stated, each participant represents one of the four scenarios presented within the 

survey.  Two of the scenarios – “Scenario C:  Soccer Mom turned Crafty Diva” and 

“Scenario D:  Craft World, Here I come!” – were only chosen by one participant each, 

Kathie Sever and Annie Mohaupt respectively, so there was no need to be selective about 

which participant would be the representative.  “Scenario B: Laid-off Corporate Drone 

Turned Online Craft Diva,” was chosen by two participants, Emily Kircher and Deb 

Dormody.  Deb was selected as an interviewee for this study due to her more extensive 

art educational background.  “Scenario A:  Corporate-World-Eschewing Art School 

Grad” was by far the most popular category, with eight of the twelve participants 

choosing this scenario, as reported in Chapter Four.  Choosing a representative for this 

scenario was a far more daunting task.  In the end, I chose Jenine Bressner due to her 

extensive formal and informal art education background, as well as the business 

training/support that was part of her art education.   

All quotations in each narrative are from the participant that particular narrative is 

about, unless otherwise indicated.  I wrote the narratives in first person in order to include 

direct quotations from the featured participant in a way that rolled into the narrative 

voice.  In this process, I have tried to include not only direct quotes, but also as many of 
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each individual’s nuanced ways of speaking as could be included without hampering 

understanding or the flow of the narrative.  To this end, I have not omitted foul language, 

grammar mistakes, or dramatic pauses, so that each of these things can help to create a 

sense of who each speaker truly is so as to contribute to the authenticity of their narrative.  

As stated previously, each participant was offered the opportunity to read and edit their 

narrative, and each participant declined to do so.   

PORTRAIT OF “CORPORATE-WORLD-ESCHEWING ART SCHOOL GRAD”:  JENINE 
BRESSNER, OWNER OF JENINE BRESSNER FIREWORKS! 

I was born and raised at the edge of New York City, in a family of scientists and 

teachers.  My father had been in the army, a teacher, got a master’s degree in marine 

biology, and then started medical school at 35.  My mom has supervised the same blood 

bank in Brooklyn for more than 40 years now, but she started a business making, selling, 

and repairing jewelry to help put my dad through medical school.  My grandmother who 

lived with us had been a professional seamstress and teacher for more than 50 years, and 

she taught me to sew when I was 5.  Other relatives and family friends were constantly 

bringing me “art supplies” – old fabrics and costume jewelry and tchotchkes to make into 

other things.  I always drew; I would even draw to communicate instead of simply 

writing notes to people.  

My family was extremely supportive and challenging, and my experiences were 

very multi-cultural. Weekends were spent going to art and/or history museums and 

science centers. My folks would always buy art books or supplies that they would find at 

yard sales.  My first big Hanukah present was an easel, accompanied by a sketchpad and 

a set of markers.  The easel had 2 sides so I could share it with my brother, but I always 

used it more than he did.  My brother is also creative.  He followed a more scientific path, 

studying biomedical engineering at Harvard. 
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My family’s immense support has been invaluable.  There's no way I could have 

gotten here, to where I am today, as a creative entrepreneur, without their support and 

encouragement.  My family allowed me to be true to myself, instead of forcing their 

expectations, or a narrow definition of success onto me. They saw who I was and who I 

wanted to be, and they allowed me to explore and play, so that I could make an informed 

decision about what I wanted to do with my life. 

Throughout my grade school years, I had art education in every single grade, 

including extra intensives on weekends and over the summer during grades 9-12.  I 

started taking college-level art courses every summer on weekends, and that solidified 

my intent to pursue a creative path.  I was always impressed by my art teachers.  Their 

trust and respect (being able to call my teachers by their first names, being hired as their 

assistants after the programs ended) made me feel more valid and confident to try to 

become what I admired in them.  It is because of those teachers that I learned about the 

programs and schools that I later attended.   We didn't have Internet access in 1995.  The 

only “art school” I knew about was the Fashion Institute of Technology, and my primary 

high school art teacher made me aware of the New York State Summer School of the 

Arts; Rhode Island School of Design; School of Visual Art; Cooper Union; and the 

Maryland Institute College of Arts – all of which became resources that I utilized.  I 

learned so much from those teachers that I still utilize – my knowledge of materials, 

tools, techniques, museums and galleries, publications and other resources, artists and art 

history.  

Of course, I have to admit that even if I only had the art classes offered through 

my school, as part of the standard EC-12 curriculum, I would have still had the 

foundation necessary to make art a lifelong pursuit.  I think anyone can do anything they 
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want at any point in their life, but the key is that everyone has to start somewhere, and I 

had a really early and strong head start. 

I knew when I was 18, when I started selling this work (my lamp worked beads 

and sculptural creations) that I would end up pursuing this as my career.  So, the whole of 

my collegiate experience was geared towards making that a reality.  I wish more business 

classes were offered, but I know that art schools may discourage such because they want 

students to focus on developing challenging ideas and honing techniques, not being 

distracted by producing commercial work.  Nonetheless, I'm so thankful for the increased 

presence and access to each other via the Internet, because I sell my work to individuals 

all over the world, not through stores or galleries. 

Although we didn’t have structured business classes, RISD (Rhode Island School 

of Design) does have a career resource center, plus seminars, lectures, and events all the 

time (the Professional Development Series) to help students and alum develop their 

careers.  All of this exists outside of the regular school course offerings, plus several 

times per year they organize student and alumni art sales.  These were immensely helpful 

to me when I was in school.   

The only thing I felt was missing from my education was time off!  I wish I had a 

chance to take time off between high school and college because I just wanted to go out 

and live, create my own structure, and not be forced into another structure where I felt 

like I was always being told what to do.  I wanted to drop out of school because I didn't 

feel wholly engaged.  I finished because my family encouraged me to, and I knew that if I 

left I probably wouldn't have gone back.  After having invested so much time, energy, 

and money I knew I would regret it if I didn't reach the goal of that specific piece of 

paper and whatever it signifies.  I do wish I had learned somewhere along the line how to 
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accept help more easily and delegate better.  That is definitely one part of being a 

business owner that I was underprepared for.   

If I were going to design an art education program that would position people to 

take part in the Craft World such as it exists now, to do something similar to what I’m 

doing now, it would look very similar to the type of art education I had growing up.  It 

would look like people going to museums, traveling, and exploring the stacks of libraries 

by themselves, then playing with materials and making stuff together – without the 

distractions of televisions and cellphones, using the Internet only to search for inspiration 

and find answers to specific questions.  Future generations of art and craft entrepreneurs 

need new ways of thinking and new ways of seeing, unprecedented openness, self- 

discipline, determination, and higher aesthetic standards.  Art education should teach 

people how to be more open, flexible, playful, and creative to become better problem- 

solvers in all aspects of our lives! 

PORTRAIT OF “LAID-OFF CORPORATE DRONE TURNED ONLINE CRAFT DIVA”:  DEB 
DORMODY, OWNER OF IF’N BOOKS 

Good ol’ Bristol, Connecticut – home of the Mum Festival, the American Clock 

& Watch Museum, and the New England Carousel Museum  (the latter of which is where 

I spent a summer being a docent, and thus my brain is host to nascent trivia related to 

carousels).  Oh, also ESPN is there.  And Deb Dormody – me! – was born and raised 

there.  My dad was an engineer who designed valves for airplane engines. It should 

possibly be noted that he had a tremendous fear of flying (control freak?).  My mom 

hosted a daycare in our house while I was growing up with seven siblings, taking care of 

teachers’ kids for $1 per hour per kid. 

Art came into my life relatively early.  My earliest experience with art came by 

way of my dad, who enjoyed drawing recreationally and he had me pose for him as a 
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model.  I was maybe about 6, in my pajamas, having to hold a pose with my hand on a 

doorknob, and incredibly impatient, but I was somehow able to zone out about whatever 

concerns 6 year olds.  But it wasn’t until I was 16 when I realized my parents even 

noticed my artistic inclinations.  Primarily out of nerdy boredom, I had painted mini 

vignettes all over my bedroom floor, using the cracked floor paint as the basis for 

different shapes and scenes.  When a French exchange student was about to spend a 

month with us, sharing my room, my mom became self-conscious about the graffiti and 

discussed getting a rug for my bedroom to tidy it up.  My dad proclaimed that we would 

need to cut holes in the rug to highlight around where all my little paintings were if that 

were going to be the case.  No rug was purchased.  I felt validated (but also kind of 

wanted the rug). 

Being the youngest of eight kids, I was definitely influenced artistically by my 

older siblings as well.  My brother who is closest in age to me has the most visually 

artistic talent of our siblings; his skills as an illustrator were extremely influential.  But 

my second oldest brother definitely had the most creative imagination and was an 

amazing storyteller.  He was always ready with an imagined tale of kooky characters in a 

surreal world.  Or very long, drawn out jokes at the punch-line of which was most likely 

a clever pun.  My sisters later explained about the prolific use of psychotropic drugs 

prevalent in the ‘70s that accounted for some of his ”creative” behavior. 

I think it was primarily through osmosis rather than direct communication that I 

discovered the inherent value of one’s creative self-expression.  My family also played 

the art auction board game “Masterpiece” during power outages so there were the 

learning elements of strategy and problem-solving thrown in for good measure – which 

art making is really all about anyway.  
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Throughout Catholic elementary school, I had “Art” once a week.  Around 

Valentine’s Day, we made the heart-shaped paper guy with accordion folded arms and 

legs.  At Thanksgiving, we traced our hands on construction paper and added feathers to 

evoke the subtleties of a turkey.  So, yeah, it was…“Art.”  

It was in high school art classes where I was first exposed to the magical world of 

bookbinding.  Ms. Wendy Thornley was an excellent, enthusiastic, and creative teacher.  

She taught us how to do simple Japanese stab-bound books.  I felt like I just “got it” 

immediately, I loved it and felt like it was something I could identify with. It was 

inspiring enough that I started taking apart big hardbound books at home, just to see how 

they were made.  Most of my high school art classes were “studio” classes so we were 

able to experiment in a variety of media, which also probably kept things spicy for the 

teachers themselves.  I also had an eccentric older teacher who taught sculpture.  His 

lessons were more on the esoteric end – having us run string through the entire space of a 

classroom to examine composition.  We also made carved, casted and built sculptures, as 

well as large kites from pine and laminated tissue. He had the quintessential “mad 

professor” look complete with tousled white hair and highly conceptual treatises.  I have 

no idea how he ended up in (or tolerated) a suburban public high school. 

What serves me most from my high school art learning experience is still a sense 

of wonder and excitement for bookbinding.  I do not take it for granted that I found a 

medium early on that continues to thrill me.  I know some people still struggle with that 

search.  While I still enjoy creating Japanese stab-bound books, I have found other 

formats for my production work that I enjoy more.  When I teach though, I still 

incorporate that style of binding as I think it is both a stepping-stone for developing 

proper techniques, and acts as an example of the amazingly extended history of 

bookbinding – also critical to a good education. 
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I attended Bradford College in Bradford, MA.  I majored in Creative Studies with 

a focus in Visual Art.  Yup.  There were about 450 total enrolled students at the time.  So, 

it was…small.  But they had cool classes – there was a paper-making class and one basic 

bookbinding class – both of which I took and enjoyed.  The format of the institution, 

though, allowed for many independent studies.  I worked with the professor who taught 

the aforementioned classes for a more in-depth look at the mediums, and also ultimately 

chose it for my Senior Project.  I also made an independent study for furniture making. 

After being an art major, and starting a business making handmade art books, I 

think I fall somewhere between “artist” and “crafter” depending on the context of the 

question.  It’s like in high school in my town, you couldn’t be into both punk and new 

wave, so I chose punk and secretly also listened to Echo & The Bunnymen.  But then I 

found ‘80s revival ska which was its own thing and I felt at home.  So now I usually just 

call myself a “bookbinder” when asked for a label since it describes the heart of what I do 

but is left open to further delineation, if necessary.  I could just as easily be called an 

entrepreneur, or business owner, or just plain ol’ Boss Lady.  But we’ll get to that.  

Bradford College was a small liberal arts college known for its focus on writing.  

Because the emphasis was on being able to articulate oneself, it was an excellent 

foundation for any entrepreneurial endeavors down the road.  I suppose I could have been 

more focused in my independent studies and opted to intern for local binders, but I am 

pleased with my experience since there was plenty of time to dedicate to bookbinding 

afterwards – especially since I wasn’t missing out on a particular curriculum offered. 

Aside from being able to articulate my visions though, I did not learn any 

business aspects in college that directly contributed to the success of my independent 

ventures.  The amalgam of my experience was pivotal for sure – from understanding the 

importance of quality to placing an importance on how we need to interact positively as 
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humans.  But I did not take any practical “How to market your business and perform 

bookkeeping duties” workshops or seminars. 

Although it would be helpful to spotlight the nature of being an independent artist, 

and what it means to run a business, and how the challenges and rewards can compete as 

part of a college art education, if this sort of information had been presented to me, I 

think I still would have started my business if the understanding of the impending 

challenges were clear.  There is an inherent self-starting, entrepreneurial trait in some 

folks that can’t be stopped, no matter the risks.  It requires a hopefulness.  But knowing 

what may lie ahead for you can help you be better prepared and may sidestep stupid 

mistakes. 

I have two other full time gigs in addition to If’n Books.  The first one is 

Craftland, a full-time, full-service shop/gallery/classroom in downtown Providence where 

I am, in fact, known as Boss Lady.  See, I told you we’d get to that.  It started in 2002, 

when organizers Johanna Fisher and Margaret Carleton, invited me to participate as an 

artist in their new pop-up show called Craftland.  I immediately saw what an amazing 

asset this show was to the local community as well as to the then-blossoming national 

trend of independent crafts.  I obeyed its demand for labor-intensive and highly 

rewarding service.  It has since become a permanent fixture in downtown Providence 

where we have gallery space as well as space to sell sparkly, handmade objects, and teach 

classes so that other people can make sparkly handmade objects.  And we still have our 

annual holiday Craftland show.  Now, my title Boss Lady is a catch-all phrase for 

organizer, negotiator, communicator, quality controller, web-master, marketer, DJ, and 

designer.  These efforts did not generate income for me until last year (as a worker -- 

though as a bookbinder, I’ve been receiving income since 2002).  Purely a labor of love. 



 107 

But since I incurred a chunk of debt from the beginning years of my If’n Books 

business, I took on the role of Program Manager for Greater Kennedy Plaza, a specific 

area of downtown Providence, through an initiative to make it a more vibrant city center.  

I got that job though because the stakeholders had seen the work I had done with 

Craftland.  So yes, the financial pressure was lifted through that position.  And I recently 

was able to transition to part time there so I can devote more energy back into If’n and 

Craftland.  Some might think that balancing all three areas of my life would be difficult.  

Primarily, I’m good at prioritizing my to do list, and have an understanding that there’s 

always something I can be doing to further my business even if it’s a slow time.  I work 

hard and I play hard.  And by ‘play hard’ I mean I know when I need to just watch some 

Gossip Girl and sip some whiskey so my brain can shut down for a little bit so that it can 

work better and more efficiently later. 

For students who are going to someday enter the craft world, such as it is now, 

and own their own creative business, I’d like to see the chance to focus in-depth on a 

desired medium – but with the added opportunity to take basic classes in alternate 

mediums so that a greater understanding of the context of craft is incorporated into the 

more focused work.  Additionally, classes devoted to a business model that more closely 

resembles that of the independent crafter rather than someone looking to create the new 

Wal-Mart would be extremely valuable.  I don’t necessarily subscribe to the idea that 

artists need to be spoken to differently than the general public, particularly in the realm of 

business and math and marketing -- but learning should operate within a context.  And if 

students are aware of what they’ll need to know, and a subject speaks to that quest 

definitively, then it’s valuable for everyone.  Education must always be evolving.  Core 

principles regarding the quality and execution of technical ability will always be key.  
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But how you employ and promote those talents in ten or 100 years is not something that 

is static and should be adapted at the same rate as technology. 

PORTRAIT OF “SOCCER MOM BY DAY, CRAFT ENTREPRENEUR BY NIGHT”:  KATHIE 
SEVER, OWNER OF RAMONSTER 

It’s so hard to have kids in art classes when you’re working as an artist.  At my 

son’s school, they give grades like 1, 2, 3, 4, right?  And it’s art.  And he’s in 

kindergarten.  His teacher gave him a 2.  I feel like I’m reliving my school art 

experiences through watching my kids; it has formed some opinions.  I was so mortified, 

both sort of as a parent, but also as an artist, like, I can’t imagine telling a five year old 

that he’s working at an average level.  Don’t even get me started on the art education my 

children are not getting at their highly ranked public elementary school.  Really, let’s be 

honest:  there are not a lot of inspired art teachers working in EC-12 settings.  So why are 

we grading kids in these classes?  Perhaps art classes should be held as a sort of a sacred 

space of therapy, or experimentation, or whatever, some kind of release, where you’re not 

being judged by what you produce.  Because, I feel like that’s so counter-productive to 

generating any kind of anything that’s coming from them versus just regurgitated, just 

like any other subject.  Especially in elementary school, and middle school too, art can be 

a place where labels fall away.  There’s so many kids who are put into these boxes by 

their teacher and it can be the one place where they’re allowed to escape that.  All the 

“specials” teachers – namely, those teachers that teach Art, Music, or P.E. –  at my kids’ 

school, which has an amazing parent community in addition to being highly ranked, are 

so very uninspired, lackluster, and “old school” type teachers.  And I am so not the type 

of parent to run around bashing teachers – I was raised by a teacher!  I know how hard 

they work and how underappreciated they are, but in the case of these “specials” teachers 

at my kids’ school, it is simply undeniable.   
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On the other hand, my kids could end up rejecting art because of me and their 

dad.  They have been raised in such a creative environment – I’m an artist and 

craftsperson and my husband is a musician – and my children see art as an inherent 

language.  Maybe they’ve been overexposed and therefore are not necessarily curious 

about it.  I know I sort of freak out a little bit because since both their dad and I are 

creative workers, this means that my children are bound to reject it, to a certain extent, or 

at least come out thinking art making is nothing all that interesting, kind of like you 

would, like, any industry that your parents are in.  Never mind that I became an artist 

even after being raised by two creative parents, but they wouldn’t, and didn’t, think of 

themselves that way. 

I was raised on the Monterrey Peninsula, about 1.5 hours south of San Francisco.  

You would think that being so close to San Francisco, that art and creative influences 

would abound, however, the peninsula is a funny place.  It is excessively expensive to 

live there, but my great-grandma bought houses there a million years ago, before it was 

expensive, and so my parents inherited one of those houses and could therefore afford to 

raise our family there.  My mom was a public school teacher and my dad was a 

photographer and they didn’t make a ton of money.  Pacific Grove, the town on the 

peninsula that I grew up in, was the most affordable place to live on the whole peninsula, 

or at least one of the less affluent areas, but it is still so expensive that most young people 

leave when it is time to make their own homes.  So while San Francisco was close 

enough to enable viewing of major art shows, the art scene of Carmel largely dominated 

the art tastes of the peninsula, and it’s, you know, bad. I don’t even know what you 

would call that style, kind of like what you would see, like southwest.  Lots and lots of 

galleries that are all churning out the same bad ocean paintings.  It’s a tourist art town.  
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Needless to say, the art culture in my hometown made little impression on me.  

The earliest art experience in my life came from my mother, who was a sewing teacher.  I 

remember staying home sick from school, getting into all of mom’s sewing supplies and 

attempting to design and make my own doll clothes.  That was one of my favorite things 

to do, I guess it’s no surprise that it’s a direct connection to the work I’m doing now.   

My mom was a sewing teacher in the public schools, back in the days before it 

was one of the skills encapsulated by home economics classes.  When mom realized that 

home economics was being phased out of the public school system, she returned to 

school for two master’s degrees, one of which was in math, and thereafter became a math 

teacher.  My father was a photographer, and operated his own studio, working 

incessantly.  He was an artist but also just a very, very hard working photographer, who 

turned more towards commercial photography once he had children to support.  His 

background included studying with Ansel Adams and the Westons, and that was sort of, 

like, his fantasy world, where he would experiment with his more artistic photography on 

the side, as a sort of outlet, while he focused most of his work time on the commercial 

photography that paid the bills.  Nowadays, commercial photographers can have an 

artistic and creative expression to their commercial products, but dad did not integrate the 

two sides of his photographic self.  Whether this was due to what was conventional at the 

time or due to his own need to keep these two spheres separate, is unknown, but it was 

always fascinating to me that he maintained two very different styles between his own 

artistic photography and his commercial work. 

I really learned the value of hard work from both my parents, not only from my 

father but also from mom, who was always making things for the home, for us kids, or 

that just things that needed to be made, although she did not necessarily think of herself 

as artistic.  She worked her ass off; mom would wake up each morning at 4:30 AM to get 
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ready for the school day, and would then work a full day teaching and return home, 

where she would set to work grading papers at the dining table until it was time to cook 

dinner, and then after dinner she would turn to her aforementioned projects, be they 

something for us, a gift, or for the church or something.   

Growing up with an educator had an interesting effect on my development as an 

artist and a reluctant educator.  One of the biggest effects it probably had on me is that I 

have a tendency to back off from the role of teacher.  I do teach some classes, but I’m 

very specific about what I’m willing to get into in terms of teaching.  I have very high 

standards for myself, which, I don’t say that in an egotistical way, because by and large, 

what that ends up doing most of the time is I feel like I shouldn’t teach because I’m not 

good enough.  My mom was just like an incredibly hard worker, and incredibly 

meticulous – everything she did was really researched and studied; all of her t’s were 

crossed, all of her i’s were dotted.  And she was exhausted.  I watched her coming home 

from school every day and I saw the toll that it took on her.  And, so, I don’t like to do 

much teaching.  It has a place in my career, which is great, it serves a financial need, but 

it’s not something I get excited about. 

When it came to learning to sew, I was a very stubborn and independently minded 

child, and I attempted things mostly on my own.  Mom would see me trying to do various 

little things, and would attempt to intervene with helpful instructions and tips on the 

proper way to go about things, but I had no patience for that, for doing the right thing. 

Mom ended up mostly leaving me entirely alone and was just incredibly supportive, and 

by supportive I mean that she let me use all of her stuff, and kinda gave me the space to 

make a mess.  Which, now, as a parent, I realize is a huge thing to be able to give to your 

children. I have a hard time with that.  I think that was the blessing of her being so busy 

all the time, we were allowed to pretty much do whatever we felt like, although, it was a 
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relatively conservative household, so it wasn’t like we were doing all kinds of crazy stuff.  

So, she was there, when I had questions, she would always answer my questions, but it 

was all just sort of passive gathering of information.  Organic.  I used to watch mom and 

also my sister, who is also a very talented seamstress, and they did it all by the book, but I 

lacked the patience to do things the “right way,” preferring to rush through everything I 

did until I got to college, until I was out of the house and I realized that I sort of had to 

back up and relearn everything.  While sewing was part of my daily life, I never thought 

of sewing as a creative endeavor, instead seeing it purely as a means to an end, which is 

in keeping with my mother’s pragmatic approach to handmaking.  I used to make all that 

stuff when I was young, and then when I got into to high school, I thought, “oh, I must 

draw and paint,” so I don’t remember doing much sewing in high school.  I think I made 

some clothes, but honestly, I think I made them so I could have what I wanted, I didn’t 

make them so I could be creative in the process.  I wanted to have some clothes and we 

didn’t have a lot of money.  Anyways, when I got into college, that was when it became 

more of a, sorta…you know when you learn that your skills are sort of currency?  So, I 

started sewing in college again, kind of like to sort of find my identity within this whole 

world of being out on my own.  I was an art major, focusing on painting, but somehow it 

never occurred to me to marry any of my textile work into the art that I was doing in 

school.  That would come later.  

Growing up, I had art classes in every grade during EC-12, most memorably in 

middle school, where I had a kick-ass middle school art teacher, Mr. LaPierre.  Actually, 

he was just one of the two art teachers who really made an impact on my artistic 

development; the second teacher taught my high school classes.  It’s funny, I’ve never 

really thought about this, but they were both really vital, practicing artists.  They both had 

shows, they both were very open about sharing their personal work.  Mr. LaPierre 
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worked primarily in watercolors.  He was fun.  He was sort of older, and very quiet, but 

he had us doing all kinds of experimental stuff, all kinds of wacky…it was just fun.  My 

other formative teacher was Mr. Muir in high school, who was an oil painter and a 

sculptor.  He did everything.  You could tell that his energy was going into his work, 

which was then feeding him, and then he was bringing that into the classroom.  And so 

we were benefitting by him doing what he loved.  And then he was just there. But he was 

excited, like, he was happy.  And that was all we needed.  We didn’t need a ton of 

instruction from him, we just needed to see that he was psyched about what he was doing 

and that he was willing to share.  And, the big thing about high school, obviously, was he 

provided this place, where all of the freaks could be…you know, it was sort of like the 

reverse hierarchy, like it was the kids who were at the bottom of the class or whatever – 

and that was never really me, I don’t mean to put myself in that category even, but like, a 

lot of the kids who struggled everywhere else in school, they would come there and he 

was…he did a really great job of being a friend and also being an authority figure.  He 

was just an exceptional dude.  I think that’s a hard place to exist.  But I really think it 

came from the fact that he was just really happy.  Like, he surfed everyday…our high 

school was 3 blocks from the beach.  He would get up at like 5am, go surf with a bunch 

of students, and then they’d all come to school, and I mean, I know he was a big pot 

smoker too, but he worked!  He worked all the time – he was prolific.  And so he would 

come, and he would be there, and I just think that was the great thing about it, because he 

was like, “Yeah, great, I’m glad that you’re here, but I’m not going to expect you to be 

anything besides what you are, because my life is not about you,” like, it’s a happy 

meeting, as opposed to teachers who are like, “no, this is so intense and so serious, and 

you must do this.”  And it was just this great escape for a lot of kids, just to be around 

him, and so inspiring to be around him.  He was also really supportive of kids doing 
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projects outside of school, for instance, helping to facilitate mural planning for students 

who wanted to do it, and finding legitimate ways for kids to paint on walls instead of 

getting busted for doing graffiti.   

It’s really hard to break out concrete things that I learned in high school or middle 

school art classes that I’m maybe still using today – I bet a lot of working artists would 

imaginably have a hard time answering that.  I feel like being given the opportunity to be 

exposed to a bunch of different mediums was great because there was very little 

expectation of what you did with them, whereas by the time you get to college there was 

a little more weightiness, because you have your lithography teacher, and your painting 

teacher, and so each teacher is sort of holding you to a higher expectation for that 

medium.  Whereas in high school, you know it’s kind of like, ok, we’re gonna cut stencils 

today and now we’re gonna be working in clay, and now we’re gonna be…so it was kind 

of like playing with different mediums.  And I definitely would go back to those skills 

and pull out – it was kind of like you’ve got all these skills in your file folder now, you 

pull them out later on down the line when you’re ready to explore them a little further.  

I actually started off college thinking I was going into forestry, thinking that I 

would be a park ranger or something similar, which even led to my choosing Humboldt 

State, which is known for its forestry program.  I did not think I was gonna be an art 

major. I really thought I was gonna do something more biology-based, even though I 

wasn’t that into biology.  I had it in my head for a long time that I just wanted to, like, 

study forestry, and just somehow be, if not like a park ranger, somehow be like some sort 

of…be able to be out in the field doing a lot of research that way.  When I got to college 

and started sort of farting around in these different fields, I definitely found that the art 

classes were where I felt at ease, I kept returning to those as my comfort zone, and so 

finally, you know you have to pick a major, and I just did that because it was my comfort 
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zone.  It was not anything I anticipated when I was younger.  I think I would have seen it 

as a cop out.  Because both my parents were totally like, “it’s not how you make a 

living.”  Strangely enough, even with my dad doing what he was doing, it wasn’t really 

presented to me as a viable life. 

I ended up as a painting major at Humboldt University, which, during my time 

there, terminated their graduate art program, and then turned over all the graduate art 

student resources to the undergraduates in the art department.  My painting professors 

held a lot of sway in the department, and managed to secure some of these resources so 

that their juniors and seniors had our own private studio spaces.  It was awesome; my 

classmates and I all got to work in a way that is not available to most juniors and seniors; 

we would work for like a month and then have a critique, rather than going to formal 

class meetings, at least as far as my painting classes were concerned.  Our studios were 

located in a house, an old huge Victorian house, right on the edge of the Redwood Forest, 

and we all shared it, all six of us who comprised the entire painting program. We all spent 

all of our time there.  It was incredible.  And it was so beautiful.  We were drunk a lot.  

Everybody would meet up there around noon, and somebody would start opening the 

bottles of wine at some point or another, and everyday, day after day, lots of smoking of 

cigarettes and drinking of wine, which I think is I guess what most art education is 

primarily based on.  The foundation of most art education is cigarettes and wine. 

If I had known then that I would end up owning a business based on my originally 

designed, handcrafted, and embroidered western wear, I must admit I would have done 

things differently.  I always feel like, if I could do it all again, I would take graphic 

design, which didn’t really, really, I mean it was just barely coming into existence – I 

mean, this was the early 1990s.  Graphic design existed but I mean that it was just 

starting to be computer based and there was still a total attitude that it was Not Art.  None 
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of the real serious art students took graphic design classes, those were for, like, 

illustrators.  Which now, I would kill, kill, to have those skills!  Graphic design skills are 

not the skills that most people would expect to hear a business-owner-to-be wishing for, 

however, in my case, it is those skills that tie in directly to my ability to market and brand 

my creations, to be totally in control of how my business and products appear to the rest 

of the world.  I feel like that’s a language that you need to learn young, although not as 

young as most people think, and then kind of maintain a fluency in because everything’s 

so constantly changing.  I really wish I had more graphic design skills.  I often say I wish 

I had taken more business, but I don’t necessarily really think that taking the classes is 

what impacts people’s decision making as an entrepreneur.  I think I would have made 

the same mistakes even if I had taken the classes, cuz I feel like I knew a lot of the basics, 

and you choose to do things the way you want to do them anyway.  I just had to roll 

through a lot of crap and learn it the hard way.  

It is far simpler to break out the individual things that I learned in college art 

classes that I still use today.  Probably, the most important thing I learned – even though I 

feel like it took me a long time to absorb it, even after school – is to learn how to be 

critiqued.  Like, to learn how to take something that you do that feels so personal, and 

have it be evaluated by a whole bunch of other people.  And, I think art school is nice in 

that you start off doing that in a very safe environment but as you move through, I mean, 

you get a whole spectrum of experiences; you have some co-students, classmates, who 

can be really harsh.  So, every once in a while you get a taste of that.  But, by and large 

you have mentors who have your best interests at heart but who have to, in order to do 

their job, let you know when what you’re doing isn’t working.  And I think, had it not 

been for that, it would have been harder to take what was happening in my business and 

kind of apply it, as opposed to rejecting it or freaking out about it or whatever. But that’s 
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hard because some of that is just basic work ethic, and I’m not sure where exactly that 

comes from, if it comes from art education or what.  But, I feel like the single most 

important – one thing that I did not learn in art school that I wish that I had, is that 

practice is more important than talent.  Especially once you get into higher education.  

But I do believe also that it starts really young, this belief that there are people with 

intrinsic talent, and I think that this is true to a certain extent, but I actually feel like the 

people with intrinsic talent are the ones who get stuck, but the people who believe that if 

they just practice they can succeed, that is what then transfers into a successful business 

venture.  It’s just about coming back, no matter what happens, coming back to the work.  

I feel like I’m constantly doing battle with this idea that if you’re not talented at 

something, you might as well give up. 

After college, I packed up and moved to a ranch in Montana, largely because my 

sister had just gotten a job there and I had an irrepressible urge to spread my wings to 

find new surroundings.  I just needed to get the hell out of my college town.  Luckily, the 

ranch needed more workers, so there was room for me to work there as well as my sister, 

and so I packed up and headed for Montana.   

My time in Montana was hugely formative – coming out of art school, and then 

going to Montana, and being pretty sure I was gonna then go to graduate school – by then 

I was pretty convinced I was gonna have this fancy studio art life where I was gonna get a 

gallery and I wanted to teach at a college level and be an art professor and paint 

paintings.  Getting to Montana, and seeing the amount of just – it sort of sounds really 

cynical to say it like this, but it was really like untainted creativity that was going on 

there.  The ranch was extremely rural, connected only to a tiny town, with a very small, 

insular community, with very prescribed and entrenched gender roles; you had the dudes 

and the ladies.  By and large though, everybody was like incredibly creative.  But nobody 
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was trying to get a show at a gallery.  But, the quilts that were being made were just 

incredible, and the fencing that was being done was beautiful, and there was a 

blacksmith’s shop a couple miles down the road, and the stuff that they were doing there 

was just amazing.  And they were just great people.  It’s kind of like my art teacher in 

high school – like just people who were being fed by what they do, and not because of – I 

mean yeah, it’s totally the same as my art teacher.  I think he got shows and stuff but he 

was also happy being a high school art teacher.  And the people in Montana, not that 

there wasn’t darkness there also, but to me it was this hugely liberating thing, coming out 

of art school, and the critiques, and sort of like, “Hey, what are you gonna do with your 

life as an artist,” coming into this world where everybody had their life – they had their 

kids, they had their jobs on the ranch, and they did those things, and those were their 

livelihoods.  And then they would come home and make all this stuff that was just 

fucking unbelievable.  And, and it was just incorporated into life, as opposed to being sort 

of put up on this pedestal or white wall and then becoming you know, an object of great 

angst and all that.   

After Montana, I was still planning on going to graduate school, at the School for 

the Museum of Fine Arts, to which I applied and was rejected.  But, I went to Boston 

anyways and started observing there, and I was just totally overwhelmed by the 

juxtaposition of life in Montana and life at this school; it was dramatic, and I just found 

that it (Montana) had completely changed the way that I felt about whatever it was that I 

was gonna be making.  And I really felt strongly, suddenly, that I wanted it to be less 

precious.  I continued drawing and painting all through this time, but then I started baking 

also, which ended up being sort of this gateway back to memories of what life had been 

like in Montana.  More importantly, it became my gateway back into figuring out what I 

was gonna do with art as a career.  I was frustrated, I didn’t get into this graduate 
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program, and I was also just grossed out by the art world, and baking just took me back to 

what it was like in Montana, where you’re getting this creative release, but then it’s just 

getting, you know, eaten.  From here, I worked as a pastry chef for a few years.   

When my daughter was born, I started the clothing business that I have now.  

Although the prospect of having a newborn and starting a business may seem daunting, 

it’s actually incredibly common.  There’s a whole slew of women who have a baby and 

then start a business.  I think that’s sort of the great archetype of the business that’s 

started by the stay at home mom, like, you quit your job and you’re staying at home cuz 

you think it’s what you really want to do, and then you kinda start to feel a little crazy.  In 

our particular situation, with my husband being a musician, his income at this time was 

less than reliable, not something you want to float a mortgage on.  I knew right away, 

after Ramona was born and I was here, that I was not going to survive without having 

something to do.  And then I also right away felt like, ok and I need to be bringing in 

money, which is funny because I didn’t.  Everyone who starts a business thinks they’re 

going to.  I made it work at first, by putting almost everything on credit cards and 

keeping the income liquid, getting myself into an enormous amount of credit card debt.  I 

knew it wasn’t smart, and even if I had taken the “right” business classes, I would’ve 

known it wasn’t smart, but it was what we were doing.   

The idea to begin the business of designing, making, and selling my line of 

clothes started a little differently than you might expect.  I had met a friend through a 

mom’s group of some sort, who was bound and determined to start a business selling 

children’s clothes, but needed someone to make samples for her.  So I started sewing up 

the samples for her, and in the process of sewing all these things together, it struck me, 

“wait, she’s doing this whole business thing and she doesn’t even know how to make 

anything.  I bet I could make some stuff,” and so the idea was born.  I kind of followed 
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her lead, because she was a major entrepreneur, heavily schooled in the paradigm of 

manufacturing, and market, and wholesale, and that whole world.  I got a sort of a speed-

dating style version of education on business and marketing through her, and even started 

off at market with her.   

In retrospect, I made an enormous amount of mistakes, but I learned from 

them…would I have done it differently?  I don’t know because I don’t know how else I 

would’ve gotten here, and I’m fairly happy with where I am now, but yeah, doing it that 

way did not work out for me at all, it was misery.  Trying to have a line that was in 

production, where I was going to market four times a year, and like that did not make me 

happy.  And it totally didn’t jive with being an art school person.  I needed to figure out a 

way to make it so that I was actually feeling some sort of artistic satisfaction as opposed 

to feeling like I was just a businessperson.  So I had to completely readjust my business 

model, and that took years, and it took a lot of – I think I kept making these mistakes 

because my heart wasn’t in it.  If I were telling somebody else how to do it, I would tell 

them to do it differently than how I did it.  

I do feel like, by and large, I was pretty lucky.  Somehow, this whole business 

thing came into being out of my cobbled together fits and starts.  But for the kids coming 

up now – I wonder if this actually exists now, I’ve been out of college for long enough, 

but it does seem like by and large, there would be, at least from where I came from in 

college, there would be a lot of room for learning about how business and art intersect in 

this type of business, a sole proprietor type business.  I mean like, when I was in college 

that was pre-Etsy.  So, I think there probably is a lot that exists now.  I think that’s where 

it would be nice if this life of like the craftsperson or whatever, if it was legitimized 

maybe, cuz I feel like in art school, you’re practicing your skill or your craft with a whole 

different set of goals.  And like those goals are lofty, and maybe everybody should be 



 121 

setting their sights on these sort of lofty goals and then figure it all out for themselves as 

they go, but it would maybe feel nice if – maybe if the universities were sort of teaching 

to the reality of how most artists end up spending their lives, maybe that would actually 

then end up lending that legitimacy to this type of life.  I have definitely struggled with 

the whole ‘art vs. craft’ thing, like, the fact that I don’t, by and large, show in galleries, 

and all of that, sometimes I have a little bit of an inferiority complex around that.  But at 

the same time, like, now I’ve been around long enough where I know a bunch of people 

who do show in galleries, and they’re not making any money doing that, and they have to 

figure out some other way to make money.  And there’s so few people who make all of 

their money by selling pieces through galleries – it’s such an outdated paradigm.  Yeah, it 

does seem like there’d be a huge opening for universities to start integrating a lot of that, 

there’s so much that could be integrated into that curriculum, that just has to do with 

price points, and how to figure out how to – cuz like I mean that’s something that I 

struggle with, like I’ve never been very good at finding something with a realistic price 

point for most people.  And things like that, how to take something that you do and give 

it a 3-tiered structure, so you’ve got your most expensive thing here, and a mid-level, and 

base level, and you know like, here’s how to take it apart and play around with marketing 

to different groups cuz that’s what most people end up doing with their art education 

nowadays, it seems like.  

And like I said, I have really wrestled with the art vs. craft thing, even though I 

often blur the two together.  I actually am totally down with the label of “craftsperson.”  I 

actually feel like there is a deep honor with that particular label.  And I think what I like 

about that particular label is that I think there’s like a lineage of craftspeople – and that 

kinda goes back to my time in Montana; I think what I really appreciated about those 

people is that they were interested in things being beautiful, they were interested in 
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exploring their own creativity, but primarily they were interested in sort of carrying on 

the lineage of this craft, where you’re taking knowledge that has been in existence, and 

hopefully, you are, somehow, adding to that collective knowledge.  Not that that’s not the 

case with art. I don’t necessarily always delineate between the two.  But, I think that 

there’s something about the label of craftsperson or craftsman, where there’s an 

acknowledgement of a commitment to skill.  I think that artists can be craftsmen, and 

craftsmen can be artists, you don’t have to be one or the other, but when you use the term 

“craftsmen,” to me, that takes “artist,” and it takes “maker” and it takes all of those and it 

puts them together into somebody, who basically has committed to a craft, to a gesture.  

And they are willing to see that through, hopefully to sort of evolve it, maybe even. I 

wouldn’t say that I have done that at all, but that’s different than sort of like – and it’s 

something that I seriously struggle with because I love to do a little bit of everything, 

that’s probably my biggest Achilles’ heel is that I have a really hard time keeping my 

nose to the grindstone.  But I would be honored if somebody chose to use that term to put 

me in that category of “the craftsman” because I feel like that is what I aspire to.  To be 

someone that is so good at something that people really think that what you’re doing 

embodies the nature of what that thing should be, that somehow you’re achieving that.  

But these sorts of things don’t come up when you’re in art school, and they sure 

as hell don’t come up before college either.  Something should change.  I’ve said before 

that EC-12 art education, at least in public school, is pretty much a joke.  It’d have to be a 

radical retraining of teachers to satisfy what I see as a fundamental need for change. 

Public art education is so “in the box.”  But I don’t have a grand plan for how teachers 

should be retrained.  I think my biggest issue with teachers in general, and they way that 

teachers are often trained, it has to do with allowing kids to be. . . . I think what I’m 

trying to say, is that what I’ve witnessed a lot in school, kids are categorized very early 
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on, and they are tracked, and they are, you know, it’s passed on from teacher to teacher, 

what kind of kid this kid is.  With art education in particular, it’s like the education that 

you need around art is the antithesis of what you’re getting in school anyway.  You need 

the ability to not have those parameters put on you.  You need the ability to like radically 

reinterpret – I feel like that’s the case with all [education], but I understand that that, by 

and large, is gonna come from what kids are getting at home.  But I don’t know, I mean I 

guess I feel like with art, it really goes back to what I was talking about, again, with my 

high school art teacher, where, somehow there’s gotta be some emphasis put on the 

energetic quality around making, that that will lead to the appreciation.  When you’re 

heavy handed on the technique, it just becomes another dreary subject matter.  And 

there’s very little language, in our culture even, around kind of approaching things 

energetically, so I’m not surprised it doesn’t exist in a EC-12 type paradigm.  The ability 

to inspire curiosity is never gonna be something that there’s a platform for, and so it 

really has to be found in the form of supporting the teacher in doing their own creative 

exploration.  And, it would be awesome if it could be like that in all subject matters, but 

in art it feels like there’s even more of a way to do that.  I do wish that there were more 

emphasis put on that and I have no idea how that would even be possible.  But in some 

way, the teachers that are teaching art, need to be supporting their ability to involve their 

own learning process and their own life with art. 

For the future of art education, teachers should think about what I mentioned 

earlier, about revisiting the idea of talent vs. hard work, I don’t feel like I got that.  And I 

feel like that, to me, is the most important thing I’d like to pass on to my own kids; the 

people who succeed, are often, not always, but they are often the people who are willing 

to work hardest.  And so that, even if you’re not talented at something, you can actually 

exercise yourself into being fucking good at it, you know?  And in art education, I wish 
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there was more support for that philosophy.  I think sort of a philosophical shift to the 

importance of hard work, but joyful hard work, you know, but also shifting out of that 

paradigm of the gallery and the you know, “the thing on the wall” as being the be-all-

end-all of being an artist, and having a little more pragmatic embracing of the sort of 

tradesman idea…I wonder if colleges see that as something that, you know how in high 

school how if you’re not gonna go to college you go to trade school, so I wonder if 

colleges just feel like that’s stuff that’s covered in trade school.  But like, it could be a 

weird coming together of people who want the best of the best in terms of being inspired, 

to learn the highest level of their craft, but also knowing that they’re probably gonna be a 

tradesperson, by and large. 

PORTRAIT OF “CRAFT WORLD, HERE I AM!”:  ANNIE MOHAUPT, OWNER OF MOHOP 
SHOES 

I grew up on a sheep farm outside of Chicago.  Well, it’s really more of a hobby 

farm, so my mom raised the sheep, and she sheered the wool and sometimes she would 

spin the wool into yarn and weave it into clothes and stuff; it wasn’t like she clothed the 

whole family off the backs of our sheep but it was really kind of cool for me to see that 

you make stuff out of your surroundings.  Like that you can really take these raw 

materials and turn it into something useful.   

It was my mom who taught me that power tools are a girl thing.  My mother 

actually was an art major in college, and both she and my gramma taught art classes.  My 

gramma taught art classes but she was really more of a home-ec person, but there were 

really the strong influences from people in my life who were kind of really into all that.  

My mom was always really independent, and part of that probably came from my 

gramma, who was – my gramma would never ever call herself a feminist, but she was 

super into being independent for herself.  For example, she wouldn’t get married until she 
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was able to buy and pay for a house for herself.  She was born in 1910, and she actually 

just passed away last year in 2010, at 100 years old.  It was the saddest passing of 

anyone.  But anyways, my gramma was always a strong person, and that kind of really 

influenced my mom.  My mom has always been a DIY type of person, moreso than my 

dad.  I don’t know, she’s just always, if she wanted to do something, she just did it.  I 

never remember her asking my dad to help her with something; in fact, my dad was kind 

of the one who sat around the house reading books and stuff, and my mom was the one 

who was out in the woodshop making stuff.  My grandpa had a big woodshop so I think 

she was kind of, she liked helping my grandpa, and had just gotten used to that 

environment.  

So, obviously, my mom and my gramma provided the early inspiration for my 

interest in making things.  But also, I grew up in the country, so we didn’t have a lot of 

TV stations or video games; I think we had like three TV stations, I don’t even 

remember; there wasn’t necessarily even anything on TV when I came home from 

school, so I just had to read books or make something for myself.  And, coming from a 

small town, I had already read all the books in the young adult and kid sections [of the 

library], so I was like, “well, what can I do now?”  So I would just make stuff. And also, 

my family didn’t have a ton of money, so in terms of like clothes and stuff, if there was 

something I wanted, then I could kind of raid my mom’s collection of fabrics and you 

know, make something for myself, cuz nobody was gonna buy anything for me.   

Art has been so ingrained in my whole life, it’s just always been there; if you 

were bored or something, it’s just what you did.  But I do remember, my mom had this 

Make It book, I don’t remember what it was called, but it was a bunch of books about 

crafts for kids, and it was from the ‘50s or something so it was really ancient seeming 

when I was a kid in the ‘70s and early ‘80s (author’s note:  probably McCall’s Giant 
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Golden Make-It Book, by John Peter, published 1961 by Golden Press).  But I did every 

project in that book.  I guess because my mom was an art teacher, and on the holidays or 

whatever, we’d do little crafts for Christmas, and I just don’t ever remember not doing it.   

With an engineer for a father and an art teacher for a mother, another art teacher 

for a grandmother, and grandpa having a woodshop, I had a lot of creative influences 

growing up.  I was actually an architecture major in college, which sort of combines art 

and engineering.  I was pretty good at drawing and stuff in high school, and I won some 

awards and things like that, and I actually really wanted to become an artist.  But my 

parents, well, my mom majored in art in college and both of my parents were like, 

“We’re not paying for an art education for you, that’s not practical.”  So I looked for the 

closest kind of major I could do that was still a creative major but also had enough 

practical application to satisfy my parents.  But I think architecture actually is a really, 

really amazing kind of base career for a lot of things, for a lot of more artistic pursuits, 

and for other practical applications.   

In EC-12 art classes, I was really lucky.  In about 4th grade, this art teacher joined 

our school district whose name was Eric Donaldson.  Before that, all the art teachers that 

I remember seemed to be just not that into it, just sort of temporary; they’d stay at the 

school a year and then move away.  But this teacher, Mr. Donaldson, was just really 

enthusiastic, and I think he knew how much I loved art and drawing, so immediately the 

two of us hit it off.  I guess the nice thing about going to a small school and being in a 

small school district was that he was my art teacher from 4th grade through 12th grade, and 

even now we’re still friends on Facebook and stuff, and he follows my career.  He tells 

his own students now about how I was one of his students and now I have a creative 

career, and stuff like that.  But it was amazing, and he was there for the whole time, and 

was really kind of able to nurture me.  He was my favorite teacher.  It was kind of nice 
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going to that small school because I was “The Artist Girl.”  Like, who’s the artist in the 

class?  That’s me.  And so, if something needed to be drawn or someone needed 

something done, I was kind of like the go-to person and it just kind of cemented my own 

image of myself as being that person, as being an artistic person by nature. I don’t know, 

I guess I was just kind of really lucky on the creative end of things.  I was incredibly 

supported at both home and at school.   

Unfortunately, I only use what I learned from my pre-college days a little bit these 

days, but since I’m woodworking mostly now, it’s moreso the stuff from shop classes.  

By the time I was a junior and senior, I got to be in the class of “special art kids” and 

there were just a few of us so we got to have class in this room above the shop class, and 

it was this weird space, we called it the nest.  It’s hard to describe, but it’s kind of this 

mezzanine closet space above the shop class and there were about 4 or 5 of us who got 

the privilege of that being our home base.  And those of us who were lucky enough to be 

stationed in that room were kind of allowed to do whatever we wanted for our art 

projects.  So I did work on all sorts of things, like silk-screening – that’s incorporated into 

the shoes – and all sorts of other stuff.   

I would have so definitely chosen art school over architecture had my parents not 

intervened.  There was really never a question in my mind that I would go to art school, 

but as it got closer and closer my parents were just like, “nooooo, you need to do 

something practical.”  And I am glad that they did that.  At the time I was like, “I wanna 

major in what I major in,” but I’m very, very pleased with my architecture education.  

Before that, actually, I looked a little bit at astronomy.  But I knew, even at the time, that 

that wasn’t creative enough for me, which was why I didn’t go into it.  

Architecture has provided the best possible preparation for my career as a 

footwear designer and manufacturer.  Had it not been for that discipline and practical 
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skills, I wouldn’t be doing this.  Maybe art degrees could stand to add a bit more 

discipline and practical skills.  It’s really nice being able to know how to do things, how 

to use different tools and stuff, and I don’t know anything about art education, but I feel 

like we [architecture majors] were encouraged to use a wide variety of tools, and 

understanding the building process lends a lot to it.  And actually, the first year of 

architecture school is incredibly difficult, you have to be insanely disciplined to get 

through it.  I had to pull all-nighters twice a week for a year, and you literally have to live 

in the studio.  The professor would come through at 3 AM and if you weren’t there 

working on your project, he would do things to it, like wrap toilet paper around people’s 

sculpture and write “crap” on it, and stuff like that.  It was really brutal.  That actually 

messed badly with my time management skills.  That’s one of my worst problems now is 

time management, because I still feel like if I’m not working on something at 3 AM,  I’m 

not working hard enough.  And a lot of people are a lot more disciplined with their time 

than I am because I know I have to work on this until I physically collapse, so I’m just 

gonna work on this until that point of exhaustion.  On the other hand, I should be a little 

more disciplined and say, “ok, I’m going to work on this task for an hour, and then I’ll 

work on this task for an hour,” and I’d have a much happier life.  But, on the other hand, 

the building skills and the ability to analyze how different systems work together and 

working on project management just gave me more practical applications.  Because if 

you’re going to have an art business, you have to be a project manager and you have to 

be able to bring a lot of disciplines together to have a fully functioning business.   

I feel like the shoes I make are the culmination of all these different things I 

learned, and I did take some art classes in college; I took jewelry making and painting 

and various things.  I feel like the shoemaking kind of brings together everything I 

learned in school.  Maybe if I’d taken a real shoemaking class, that would help.  They do 
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actually offer that at the School of the Art Institute in the Midwest, and my main assistant 

is the teacher there now.   

There was not a lot of emphasis on running your own business at all in school, 

and I guess maybe that’s the same with a lot of majors – there’s really nothing for what to 

do to manage this for your own business.  I went to the University of Illinois, which is 

one of the best engineering schools in the country, so the architecture program was very, 

very heavy on engineering; it’s actually one of the most engineering heavy programs 

there are.  I did like the emphasis on technical stuff, and that really kind of gave me 

vigorousness in making sure the shoes work on a structural, technical level.  And I do use 

some computer programming with the shoes that was definitely invaluable.  But in terms 

of entrepreneurship classes or anything in that realm, there was just nothing at all.  We 

did have a professional practice class, and I think it’s just one of those classes that 

nobody even remembers what we did.   

I was in school right in this big transition time, right when architecture firms were 

going from doing everything drawn by hand to everything done in AutoCAD.  So in 

school, we didn’t learn AutoCAD at all, there weren’t even any classes for AutoCAD.  I 

ended up teaching it to myself.  I know this was a big source of debate in school, like, 

why aren’t you guys teaching us practical stuff that we need when we go out on a job, 

like, we were working on all these projects but we don’t necessarily know AutoCAD, 

which we were expected to know, when we get to the firm and stuff.  And they said, “we 

have a finite amount of time, and if you know how to draw by hand you can learn to use 

AutoCAD, but if you just learn straight AutoCAD, you can’t necessarily go back and 

learn to draw by hand,” cuz it’s a different way of thinking.  Actually, AutoCAD isn’t 

even used anymore, now the industry standard is training to a 3D program called Revit.  

And I think that was part of the point of the school too – at this point, technology is 
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changing so fast, we teach you one program and then you go to a firm and they’re using a 

different program.  What’s most important to you is learning the fundamental skills of 

drawing, and design, and proportion, and also kind of the engineering stuff, but in terms 

of the actual teaching you the day-to-day, what’s going on at the firm, that’s why you 

have your internship where you work for many years before you can become a licensed 

architect.  But there’s been this debate between architecture firms and schools, where the 

schools are saying, “we teach people how to become designers; the firms’ job is to teach 

them the practice part of it,” whereas architecture firms are saying, “we’re way too busy, 

we need college graduates who we can hire and not have to spend months or years 

training how to use our programs.”  What I liked in architecture school was the designing 

and making, and I guess part of the problem was, since they didn’t teach us what it’s 

actually like to work in an architecture firm, when I got out in the real world I was like, 

“Whhhaaaat??!”  There’s a couple of schools that do what I think is the best, which is 

require students to do internship programs in their summertime – I think the University of 

Cincinnati is a big leader there, and I think their semesters are even divided up in a 

different way so that it’s much easier for the students to work in the firms.  And actually, 

I think that’s the best way because that way the student can see what it’s actually like to 

work in the firm and bring what they learn in the firm back to school and see how what 

they’re learning in school applies to real life.  Because that was one thing that I just didn’t 

get when I was in school, I didn’t understand when we were looking at a building, and 

looking at the details of how it came together – at that point I wasn’t really able to wrap 

my mind around how that detail in the construction of the building related to what I 

would need to draw and how I needed to convey that, in drawings, to the construction 

worker.  I don’t know, it was just very separate; I felt like what I learned in school was 

totally separate from what actually happens.   
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If I were starting my education all over from scratch now, I’d change a lot of 

things.  It’s tough now, with the economy being just really bad, you know, and today’s 

Black Friday, and I keep checking my phone for orders, cuz usually we get several orders 

and so far we’ve only gotten one order today, and I’m just like, “AAAAAH! Panic!”  So, 

I don’t know, this year has definitely been my hardest year; so many things have gone 

wrong with the business, just one thing after another, and I just feel like I keep on getting 

kicked and kicked and kicked and I keep on, kind of, a little bit blaming myself, like why 

did I start this business? Why am I putting not just myself through this, but my husband 

who hasn’t seen me in six years, and my family who keeps having to help me out 

financially, and I just get really angry at myself.  But on the other hand, when I stop and 

reconsider my nature, and think about – like the other day, I was thinking about how I 

used to ride my bike to work at the architecture firm and I used to fantasize about riding 

my bike straight out into traffic, not because I wanted to kill myself, but because I was 

like, I can’t take another day of this tedium.  I felt like my soul was being crushed and I 

wanted to take a break from it, and my nature is not – I just can’t work a desk job, I think 

I would die.  So on one hand I’m so mad at myself for starting this business and it being 

so difficult to run, but on the other hand I feel like I have no choice; I don’t know what 

else I would do with myself.  So it’s been kind of weird.   

But I was sort of lucky with my business; the timing with when I started it just 

happened to be kind of at the start of the DIY movement, and also happened to be right at 

the start of the eco-friendly movement – in fact, that wasn’t really on my radar too much. 

I mean, I’ve always been interested in the environment in general; not being an asshole 

has always been my theory.  But if I was gonna make stuff, I don’t wanna just add more 

clutter to a world that’s full of crap.  So I want to make something that’s just not…jerky.  

So when I made the shoes, I just kind of kept an eye out for eco-friendly materials and 
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when I started my website, I was like, “Oh, I have these handmade interchangeable shoes, 

and PS, they’re eco-friendly.” And I started it in 2005, and in 2006 Al Gore’s movie 

came out, and all of the sudden all these journalists and stuff are calling, and basically I 

had started the first kind of like eco-friendly, feminine shoe; like there were almost no 

other eco-friendly, “ladylike” shoes out there.  It just didn’t exist.  And all of the sudden, 

I was getting all this publicity.  When I started the business, my only goal was just to get 

myself out of the office, to be able to kind of work on my own thing, and you know 

hopefully have a little bit more of a flexible schedule, and hopefully make enough 

money.  But I wasn’t necessarily trying to make anything big.  And then, after I started 

getting all this publicity and stuff, I was thinking, “Well, maybe I just need to grow the 

company,” because I had a three month waitlist on the shoes, and the feedback seems to 

be really great, so I just need to grow it.  And so that’s been the hard part, for the last 5 

years, just trying to grow the business.  Unfortunately, while there’s 5 million different 

services out there for starting your own businesses – there’s just a ton of resources that 

somebody can go to write a business plan and to kind of get started and figure out what 

services you need from the city, yada yada yada.  There’s nothing out there to help take 

somebody from kind of like having a business that they can keep themselves busy, but 

then taking it to the next level, so that you can grow it – from being just one person to 

being a “real” business.  So what’s been my struggle now is trying to figure out how to 

grow it.  And I think this is a problem for anybody with a creative business, is how do 

you find somebody who can do things the way you can.  It takes a long, long time to train 

somebody to make a pair of my shoes.  So I would hire somebody, and spend like 2 

months trying to train them to make a pair of shoes.  I’d train them like 8 hours a day, and 

then I’d actually have to do the work that needed to be done the next 8 hours of the day, 

which doesn’t actually leave any time for really running a business.  It would be 
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exhausting, and then at the end of a couple of months, I’d realize that this person who I 

was trying to train doesn’t really have the talent or the interest or, for whatever reason, 

it’s not coming together for them, and then I have to lay them off and then I’m out tens of 

thousands of dollars for what I paid them and all that time and effort.  So the last 5 years 

has just been struggling to try to take things to the next level and when you’re a small, 

independent proprietor like me, finding someone who’s willing to work with you in small 

quantities is almost impossible.  So, it’s been really tough.  I don’t know.  To make a long 

story short, I just feel like I hit brick wall after brick wall after brick wall but I just keep 

going because I literally have no other idea of what to do.   

I think I could have done with more business training, even just going back to 

hiring people and stuff – just understanding how to assess what your business needs are, 

and how to get things in the place where you can actually do what you need with your 

business; and maybe that is general business stuff.  I just have a tough time…sometimes 

it’s hard for me to know what my problems are, until finding the solutions to them is just 

too late.  I wish I could be better at planning and forecasting all the things that could go 

wrong.  And I do have business plans; I’ve written like 5 million business plans and stuff.  

But there are so many things that can go wrong…I wish I had a better way of identifying 

future pitfalls and being able to kind of plan for how I’m going to handle that.  I just feel 

like the whole business has been just kind of reacting to the forces in the world rather 

than being proactive.  I don’t really know what that is.  I feel like I need someone to teach 

me how to be proactive instead of reactive.  

I think I would call myself a “craftperson,” but I would prefer, in the long run, to 

be more of a “designer.”  I feel like a craftperson is like physically making the craft, 

which I enjoy very much, but what I would really enjoy is just making prototypes and 

having somebody else actually physically make those things.  I guess the architect in me 
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really likes the idea of mass production and designed objects that people can enjoy on 

more of a mass scale.  Art is beautiful of course, I appreciate art and sculpture, and I have 

tons of one-of-a-kind objects in my house, but, for me, I really love the design process, 

but not the amount of time that I spend in design and prototyping and things like that.  It 

just makes more sense to me, if I’m spending 500 hours developing this product, I can’t 

charge $500 worth of work for a one-of product.  I have to be able to produce hundreds, 

ideally, in the future or thousands or ten thousands of them to get a return on investment 

in my time.  Personally, what I enjoy the most is kind of the innovative parts of it; rather 

than simply just kind of drawing or designing something, I like to kind of think of what 

can I do to make this a little extra special or a little extra innovative.  I guess maybe the 

architect in me likes innovation.  

If I was planning an art education program for people to be able to enter the craft 

world such as it is right now, I think it would really emphasize following your own 

creative vision, in a way.  I also really like working in a collaborative environment, like 

in school, where you can come up with a project and can discuss with your classmates, 

like, “hey what do you think about this, can you contribute some ideas to what I was 

thinking about with this concept?”  So I would like to see a really collaborative 

environment, but one where you have a lot of freedom to follow your own ideas and 

maybe kind of push boundaries in terms of finding new ideas.  I feel like maybe – and 

again, I don’t know, maybe I’m talking out of my butt – but in art, there’s a lot of 

emphasis on self-expression, and expressing your own inner feelings, and I guess, I don’t 

know, I guess I’m just a more kind of externally oriented person while art is kind of 

internally focused. I tend to be externally focused, which I guess is more design oriented: 

maybe that’s one of the differences between art and design – design is more for mass 

appeal, or more externally focused.  I really like that aspect of design, the “what does this 
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object mean to you,” not just “what does this object mean to me.”  Maybe that kind of 

goes back to that little room I was describing where I did art my junior and senior year in 

high school, where there were a few of us who were kind of in this little room, and we 

could work on whatever projects we wanted, and we got to look and consider what other 

people were working on, and get inspired by what they were working on and the direction 

they were taking, you know, cuz that way you can kind of apply it to your own stuff too, 

like, oh, I didn’t really think about using that material in that way, and that kind of 

inspires you in a different way.  A collaborative environment where you can still follow 

your own ideas would be ideal.   

I think in the EC-12 years, really art should be just about putting the emphasis on 

creativity and just using your imagination and stuff; I think – and this will be more and 

more the truth in the future – it seems like kids are so, so busy that there’s not really a lot 

of time to follow your imagination.  So I think that’s really important for the EC-12 level.  

And for the college level, I’d like to see maybe a little more emphasis on like, “hey you 

guys, what are you going to do in the real world.”  And I feel like some things are 

changing, and we have this Occupy Movement, where there are so many people who feel 

like they get done with college, and then it’s like, what now?  So, maybe if there were 

more resources for people to feel like, “hey, I really could start my own business, I really 

have it in my ability to do something creative, I don’t just have to sit and wait for 

somebody else to make a job for me.”  Not saying that those people are doing that, just 

you know.   

I’m just really lucky in some ways, that things took off for me so fast, but the 

problem is after the initial roller coaster ride that was headed straight up, I really wasn’t 

prepared for what to do from there.  Where do you go when your product kind of sort of 

takes off; I had no resources or anything or any help, I was just like I don’t know what to 
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do, and I was just working around the clock.  And then I got a little stuck.  So, I don’t 

know, I guess there were more resources to help at that level, when something starts 

taking off, how do you manage your time and your resources to get things to the next 

level?  I spend a lot of my time now kind of being jealous of businesses that are my age 

that are raking in millions, and I’m just like, “I thought I was gonna be raking in 

millions.”  And you know, in the year 2007, when I saw how things were taking off, I 

was like, “aha, I have a successful product on my hands!” and I just feel like the DIY 

aspect of my own business has really hampered me in the end cuz it’s really hard to scale 

up from there.  It’s kind of weird, encouraging people to start their own business is 

awesome, and I definitely am glad I did it, but it’s hard to know like where do you go if 

your product starts taking off, like how do you scale up, what are the resources for taking 

a DIY business to the next level, so and I really don’t know what the answer is to that.  

And I really don’t know if it’s something that needs to be addressed in a school setting.  I 

just don’t know.  I do feel like school has been really, really helpful for me, in getting me 

to where I was at.  The good news is – I just want to amend all my bitching and 

complaining – it looks like we’re going to grow a lot in 2012.  I sent emails out to a lot of 

stores about my shoes, and last year it was met with dead silence, and this year the 

interest looks great, so it looks like we’re going to triple the amount of stores that carry 

the shoes for spring, knock on wood.   

CHAPTER SUMMARY 

Throughout this chapter, I have created narratives relating four individual 

representative participants’ paths towards their creative entrepreneurial successes.  The 

purpose of constructing these narratives was to present illustrative and holistic portraits of 

the long-term outcomes of art education towards the goal of determining exactly how the 
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art education received by the participants as part of their compulsory schooling and 

beyond affected their adult lives as successful business owners and in what ways their 

formal art education led to their successful creative endeavors in their adult years.  In the 

next chapter, I present my findings from this study, offering what it means to art 

education, as well as my own recommendations for future research stemming from this 

study.   
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Chapter Six:  Findings and Conclusions 

INTRODUCTION 

This study began with the simple speculation of what role craft serves in present-

day EC-12 art education.  So much of what is included in art classes in EC-12 schooling 

can be included in an advanced understanding of exactly what craft is, and yet, the 

pervasive general understanding of the word tends to have a negative association as being 

somehow less than, diminutive, and not as important as art.  Never mind that craft has 

historically often been referred to as a basic underpinning of all art; nowadays, “craft” 

within the contexts of EC-12 art education continues to be seen as cotton balls being 

glued to construction paper or a kit purchased with complete instructions for completion 

that does not allow for nor instigate creative reinterpretation.   

Long seen as the arena of the educated, moneyed, and elite, the Art World has a 

long history of striving to set itself apart and above, as something other, something better, 

something that not everyone could or should understand.  But in this ever-increasingly 

pluralist age, this sort of separate status is no longer desirable.  To this reality, the world 

of Indie-crafts stands as a ready alternative in its ungrudging accessibility, accepting 

anyone who makes things or anyone who appreciates handmade things.  It does not 

demand rarified knowledge, elitism, and wealth in the same ways that the 

institutionalized art world often does.  In a time when general participation in the fine arts 

is low, and when arts institutions are losing funding, why would we not promote any 

possible venue for engagement with the arts?  Here enters the world of Indie-crafts and 

DIY, wherein with a little pluck, ingenuity, creativity, and persistence, almost anyone can 

make a whole host of amazing things, either as an alternative to buying the mass 

produced version, or as a means of personal expression, or both; either of these goals are 

valid and accepted in this sphere.  The sometimes stifling and paralyzing pressure of 
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having to express oneself in a way that has never been thought of before is removed and 

individuals are allowed to just revel in the making.  Making art, making craft, making 

things with your own two hands, plucked out of your own mind like so much ether being 

born into existence through your own will, skill, and determination is a huge thing to 

experience at least once.  Craft offers this experience.  

When I considered the personal stories of success in the reinvigorated craft world 

as presented through countless blogs, Etsy.com, and, the primary catalyst for this study, 

the book and movie Handmade Nation:  The Rise of DIY, Art, Craft, and Design by 

Faythe Levine and Cortney Heimerl (2008), I began to wonder exactly what role craft 

had played in each participants’ art education.  How did they become the creative and 

successful business owners that they are?  Where exactly did they learn the skills that 

they use now daily in the production of the handmade goods they sell?  Was there a 

common element in each of their art educational backgrounds that led them to where they 

are today?  What would they have done differently if they could go back and redo their 

art education experiences?  What would they change about the way that art is taught in 

EC-12 classes now?   

Further impetus for this study was partially found in my own life, as I own a small 

business, making and selling handmade jewelry and have done so for seven years.  Yet, I 

never experienced any education that was tailored directly towards artistic individuals 

who intended to go into business for themselves or own creative entrepreneurial ventures.  

My collegiate art education certainly can be attributed with contributing to my future 

creative ventures, as it was in college that I first learned the requisite skills for working 

with fine metals that are so necessary in making jewelry.  However, I found it initially 

difficult to say exactly how my EC-12 art education contributed towards my future 

creative endeavors, except perhaps for creating a thirst for more artistic experiences and 
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learning.  I have now realized however, this is not something that should be overlooked 

as initial experiences do indeed predict the continuation of more similar experiences.  It 

did beg the opportunity to ask this question of others however, to see if this was common 

or if perhaps others’ early art experiences had been more impactful in more obvious 

ways.   

This line of thinking gave rise to my two-fold central research question:  in a 

cross-section of the creative entrepreneurs featured in Handmade Nation:  The Rise of 

DIY, Art, Craft, and Design, what kind, if any, of art education did these full time, 

handmade-craft, art, and design business owners receive in EC-12 schooling and how has 

it affected their adult lives as successful creative business owners?  In what ways, if at all 

does it appear their formal art education led to their successful creative ventures in their 

adult years?   

In order to tackle this question, I attempted to contact each of the business owners 

featured in Handmade Nation.  Out of the featured 25 participants, 12 responded to my 

request to participate in my study.  Each of these 12 then took the online survey I created, 

the details of which are described in Chapter Three and responses to which are found in 

Chapter Four of this study.  In this survey they each had the option to choose one of four 

archetypes that I identified as being representative of the Indie Craft world and then 

answer subsequent questions, written specifically to accompany that archetype.  After all 

the survey results were in and tabulated, I chose one person to interview as a 

representative for each archetype.  These interviews were then crafted into first person 

narratives, found in Chapter Five of this study, so as to create a holistic portrait of the 

choices made throughout their life and to see the subtle as well as obvious influences 

their art educational experiences had on their emergence and success as creative 

entrepreneurs.   
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FINDINGS 

The primary answer to my central research question is that while each of these 

participants received a wealth of art education, this education was found not only in 

school, but also was found in the home and other informal settings as well. In answering 

the second part of my research question, “In what ways, if at all does it appear their 

formal art education led to their successful creative ventures in their adult years,” I found 

that, in most cases, formal art education alone has not seemed to provide enough training 

on its own to promote the participants’ future successes as creative business owners; it is 

only through the blending of the sum total of their formal, familial, and informal art 

education that successful outcomes have been found.  This statement is not meant, 

however, to discount the participants’ experiences with formal art education.  Each 

participant experienced a wealth of formal art classes and training experienced 

throughout their EC-12 schooling and beyond.  However, each participant also had some 

sort of experience with informal art education, or amazing familial support, or an 

exceptionally influential teacher, or all of the above.  It is the confluence of these 

experiences that combined to create the particular brand of success that these participants 

are enjoying; no single experience or type of education stands in isolation, outshining the 

rest.  Each participant has come to where they are through a rich range of experiences and 

influences, including formal art education, informal art learning, family influences and 

support, and the opportunities to work with remarkable art teachers along the way.  Each 

of these will be discussed at length in subsequent subsections.   

Formal Art Education 

As stated in Chapter Four, each of the twelve participants mentioned having 

received at least some formal art education at some point throughout their careers as 

students.  Each of these twelve also mentioned their schooling as part of their initial 
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stories about how their businesses started, which points to the significant role that 

education has been assigned in each of their personal perspectives on their lives.  The 

single greatest indicator about adult participation in the arts is the amount of exposure to 

the arts that one experiences in childhood (Ostrower, personal communication, 2011).  

This is definitely true when thinking about this study as the formative experiences of 

twelve participants that have led to twelve adults actively engaged not only as consumers 

of the arts, but also as producers.    

Each of the four participants featured in the narratives of Chapter Five not only 

received art education as a memorable component of their EC-12 schooling, but each of 

these four also majored in art or in some art-related field in college.  Indeed, eleven out of 

twelve total participants reported undertaking some sort of art classes while enrolled in 

college.  Even though not every participant was an actual art major, they have all 

managed to transfer the learning they needed from their art classes into the skills they 

needed to launch, sustain, re-create, grow, and endure with their businesses.   

However, only one participant, Jenine Bressner reported having anything 

remotely resembling formal business training as part of her formal art education.  The 

business training she did receive came in the form of optional seminars and lectures, as 

well as the opportunity to participate in school-sponsored shows wherein she could and 

did sell her work.  The lack of recognition of the entrepreneurial nature of most artists 

today is pervasive among the participants’ recounting of their collegiate art experiences.  

Jenine muses that this could be due to colleges not wanting students to split their 

attention between learning skills and development of conceptual thinking with the desire 

to create a commercially viable product line.  This is an understandable goal on the part 

of the universities and colleges, if indeed this is the reason why artistic business training 

is avoided, however, this denies the very real assertion that “artists are not only serving as 
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allegorical figures of entrepreneurialism, but are actually functioning entrepreneurially” 

(Fraser, as cited in Rosenstein, 2004, p.68).  If we can accept the artist as an entrepreneur, 

should we not then provide the same training as one would expect for those who are 

becoming small business owners?  In accepting the notion of artists as entrepreneurs, are 

we not asking that they then be subject to the same market-based survival test as any 

other entrepreneurial venture, and if so, how are they to succeed without the same 

training?  Either way, a consideration of the career realities for emerging artists is needed, 

as Cherbo (2008) points out: 

In most of the fine arts, the steps from graduation to professional involvement are 
dimly illuminated, unlike those in medicine and law, which have defined steps 
toward creating a career.  The notion of the artistic genius inevitably being found 
is an illusion.  Talent isn’t enough. (pp. 79-80) 

Colleges and universities have historically had a hard time training both art skills and 

career management, forcing students into learning it on their own, and forging their own 

paths, much as the participants in this study have done.  As Deb Dormody related to us in 

her narrative, “classes devoted to a business model that more closely resembles that of 

the independent crafter rather than someone looking to create the new Wal-Mart would 

be extremely valuable.” However, as revealed in Chapter Four, the tides are turning, and 

career management classes are increasingly being added to college arts programs 

nowadays (Cherbo, 2008).   

Cherbo also raises the amorphous issue of “talent” in the above referenced quote.  

This topic was broached several times throughout this study and bears further 

examination here.  Seven of twelve participants cited “raw talent” as a motivation for 

studying art in college, but Jenine Bressner was compelled to emphasize that she 

“[doesn’t] like the word ‘talent.’  I had a natural aptitude, and I loved practicing drawing.  

Honing that skill enabled me to translate that ability to facility with other process and 
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techniques.”  Kathie Sever echoes this sentiment as she revealed, “the single most 

important thing – one thing I did not learn in art school that I wish I had – is that practice 

is more important than talent.”  She goes on to elaborate on this idea that the notion of 

practice as being what dictates success is “what then transfers into a successful business 

venture.  It’s just about coming back, no matter what happens, coming back to the work.”  

This antiquated notion of talent is pervasive in our collective unconscious definition of 

artists and what it means to be creative; it is heard time and time again, as a compliment, 

as a reason to justify art education for some but not for others, as an exclusive reference 

to certain segments of society.  The hard work that accompanies serious formal art 

education can do wonders to erode this notion of talent as being the end-all-be-all for 

what constitutes an artist, as students realize their tireless efforts can yield more results 

than natural and unpracticed aptitude alone.  A formal art education can and does teach 

the essential lesson of “coming back to the work,” regardless of how immediate or hard 

earned the successes may be.   

Examining the motivations that prompted the participants of this study to continue 

with their art education is also a vital component of this theme of formal education.  True 

to my own experiences, all but two of the participants give their EC-12 art education 

experiences some degree of credit towards motivating them to continue learning more art.  

Sometimes, the best result of an art class is simply that the students remain engaged with 

art.  It is no small thing to extend a student’s interest in the topic beyond the end date of a 

class; how many students rush off into their summers eager to fill their free time with 

algebra problems or doing history research?  Surely there are some, but such ongoing 

engagement is far more typical with art.  Tellingly, several participants mentioned their 

motivation to remain engaged with art being due to fantastic art teachers.  
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Memorable and Influential Art Teachers 

Throughout the discussion of the participants’ art education, stories of amazing 

and inspiring teachers kept surfacing with such persistence that it was worth mentioning 

here.  We have all heard countless news stories and personal accounts of how a great 

teacher can make all the difference; the stories of these participants’ are one more 

testimony to that accepted fact.   

Most notably, in the narratives found in Chapter Five, Deb Dormody told us how 

her high school teacher introduced her to a simple, introductory style of bookbinding, 

which is still what she is doing in her business today, although her repertoire of binding 

styles has grown considerably.  Without that experience, who knows if Deb would have 

ever had another chance to encounter bookbinding by hand?  Because of the specialized 

knowledge of that one teacher Deb found the one thing that resonated with her personal 

desire to make things in a lasting way.   

Annie Mohaupt tells us of how, not only did a mother and a grandmother who 

were both art teachers raise her, but she also had a wonderful art teacher who supported 

her art efforts from fourth through twelfth grade.  Since they lived in the country and 

went to a small school, she had the same art teacher throughout her schooling. And they 

still maintain contact to this day.  Not only did his efforts in the classroom benefit her, 

but being supported in this way helped her create her internal identity as a “creative 

type.”  The need to establish an identity in one’s adolescent years is a huge imperative, 

and being able to have a teacher who helps with that is no small thing.   

Many other participants mentioned teachers as being one of the reasons why they 

chose their colleges.  Two examples of this are found in Jenine Bressner and Sarah 

Neuburger.  Christy Petterson recounted how her “LOVE for my elementary art teacher 

sparked an early commitment and my high school art teacher was VERY encouraging!”  
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Indeed, statements such as these beg the question of where these participants would be 

without these experiences with good teachers.   

Kathie Sever recounted experiences with two influential teachers, one in middle 

school, and most memorably, her teacher from high school.  She made of point of noting 

that they were both “vital, practicing artists” whose individual art practices clearly fed 

their teaching, and vice versa.  She spoke at length about her high school art teacher, Mr. 

Muir, who she describes multiple times as being “happy” to be a teacher and an artist, 

which fed the students as they were “benefitting by him doing what he loved. . . . And 

that was all we needed.  We didn’t need a ton of instruction from him, we just needed to 

see that he was psyched about doing what he was doing and that he was willing to share.”  

His classroom environment that he created also provided this “great escape for a lot of 

kids, just to be around him, and so inspiring to be around him.”  Mr. Muir’s teaching also 

extended beyond the classroom or school day as he helped facilitate students’ art projects 

and practical art applications outside of school, such as the example Kathie supplied of 

his finding ways for kids to make murals rather than graffiti.  The influence this teacher 

had went deeper though, as Kathie mentions him again when she was discussing her 

experiences living on a ranch in Montana, where she learned what it is to live your art as 

a daily part of your functional life, rather than having it be a rarified “other” that did not 

actually connect with one’s daily life.  As she was discussing the wealth of creative 

people she lived and worked with in Montana, Kathie told us, “it’s kind of like my art 

teacher in high school – like just people who were being fed by what they do, and not 

because of,” for whom the making of amazing art or craft objects what “just incorporated 

into life, as opposed to being sort of put up on this pedestal or white wall.”  Because of 

her experiences with this high school teacher, Kathie not only learned art techniques that 

went on to serve her in her college years and beyond, but she also learned what sort of 
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artist she wanted to be, how she wanted to live with her art and through her art.  To be 

able to see that early on is a gift that no one but that teacher could have given her.   

Clearly, having gifted and well educated educators in the visual arts is of 

monumental importance.  These stories and countless others stand as testament to the 

need to not yank art classes from the curriculum and lay off art teachers whenever a 

school district experiences a budget crunch.  If that had happened to any of these 

participants, would they have remained engaged with their burgeoning art practices?  

Would they have eventually started creative entrepreneurial ventures?  Who’s to say, but 

it’s obvious that art teachers played a crucial role in the lives of these successful artists 

and creative entrepreneurs.   

Informal Art Education 

Each of the twelve participants reported having experienced some form of art 

education outside of their compulsory schooling experiences.  This statement is 

significant given the low billing that informal art experiences are often afforded, yet, 

given their ubiquity among the participants of this study, and indeed among Americans at 

large as millions of Americans regularly participate in some sort of informal engagement 

with the arts (Chicago Center for Arts Policy, 2002).  The influence and importance of 

informal art education cannot nor should not be overlooked.   

It is crucial at this point to redefine exactly what is meant by “informal” art 

education.  To do so, I return to the definition provided by Wali, Marchesi, Severson, and 

Longoni (2001) in Chapter Two of this study: 

The informal arts are characterized and distinguished by their overall accessibility 
as vehicles for artistic expression, by the self-determining nature of individuals’ 
participation, and by the generally noncommercial nature of the activities.  
Although the informal arts quite often involve amateurs, it is the setting and 
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nature of the activities themselves, rather than the training or proficiency of those 
involved that render them “informal.” (p. 216). 

The fundamental points to take away from this definition are the “self-determining 

nature” of the participants, in that they choose to engage with these activities outside of 

any larger affiliation with the art world; the “noncommercial nature” as these activities 

are not generating revenue or conducted as a business; the setting of the activities is 

usually roughly defined, ad hoc, and unsanctioned by mainstream art standards; and 

lastly, that it is easily accessible, both for those wishing to make art and for those 

choosing to engage with others’ creations.  To apply this to art education, the label 

“informal art education,” for the purposes of this study, extends to any form of learning 

that arrives in a non-classroom setting, whether it be through a church or social group, 

community education setting, from a friend or family member, through printed or online 

tutorials, or even self-taught.   

The issue of access is the driving force that makes participation in the informal 

arts or in informal art education so pervasive, not only among the lives of this study’s 

participants, but among the lives of Americans in general.  The reality is that millions of 

Americans maintain a regular engagement with the informal arts, but these activities are 

mostly unacknowledged and hidden from government and private sector agencies 

(Chicago Center for Arts Policy, 2002).  However, it is precisely the informal nature of 

these arts activities that encourage people to participate as they can do so without fear of 

being judged or looking out of place (Wali, et al., 2001).  A “philosophy of inclusion 

permeates the activities” (Wali, et al., 2001, p. 224) of the informal arts; it is no wonder 

that people respond to this positively.  It has also been found that the typical “normative 

hierarchies created by societal inequality” (Wali, et al., 2001, p. 220) tend to operate 

differently within informal arts contexts, most particularly true of gender hierarchies.  
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This is particularly poignant for this study as most of the participants engage in craft 

practices that have had to fight for recognition, to move away from their historical 

categorization as “gendered practices” (Stoller, 2003) back into the mainstream.   

Self-taught education was far and away the most prevalent form of informal art 

education; so much so that it bears repeating and further examination here.  Half of the 

participants mentioned self-teaching taking some role in their process of learning how to 

make the product(s) that their businesses now revolve around.  This is a significant trend 

that has emerged with the DIY movement and been aided immensely by the Internet, and 

the easy availability of tutorial videos and step by step guides, even whole websites 

dedicated to nothing other than teaching anyone how to make, fix, or build almost 

anything.  One of the primary tenets of the DIY movement, from its punk roots in the 

1970s, has been that self-education is a vital, valid, and valuable form of learning, 

whereby anyone can supplant their reliance on mass-produced, overpriced, unethically 

produced goods.  This movement has moved into almost every arena of life, wherein 

people now can find instructions online for how to build everything from a CNC Laser 

Cutter, to instructions for brewing your own beer, to patterns for making one’s own 

shoes.  The self-confidence that arises from being able to successfully learn something on 

one’s own and figure it out with only books and impersonal guides as a touchstone 

should also be mentioned here.  I can speak from personal experience that self-teaching 

can be a huge boon to one’s creative and artistic confidence, which thereby supplies the 

courage to try more new things, and tackle other obstacles.  This should not be 

overlooked for art education today as self-teaching can only be expected to increase with 

future generations, given the increasing prevalence of online tutorials and guides, easily 

accessible with a few keywords and a few mouse clicks.   
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But self-teaching was rarely relied upon in isolation.  Rather, most participants 

blended that form of learning with other skills learned in other settings, be they formal or 

informal.  The prevalence of private and community art lessons, including museum 

education programs, also emerged within this study.  Three participants felt that museums 

played an essential role in their formative art education and four other participants sought 

out and took private art lessons of some nature during their youth.  The prevalence of 

such varied forms of art instruction and learning among the participants in this study is 

telling.  Those who find early success in any area often have an abundance of training in 

that area in their youth.  Or, as stated earlier, the single greatest indicator of adult 

participation in the arts is the amount of exposure to the arts that one experiences in 

childhood (Ostrower, personal communication, 2011).   

However, the most prevalent form of informal education was that of familial 

instruction.  Nine of the twelve participants each discussed the importance of their family 

members as a crucial part of their art education, often due to their family members doing 

the actual art instruction.  Five participants were actively taught art skills and techniques 

by their mothers, three participants were taught by their grandmothers, two participants 

were taught by their fathers, and one participant was taught and influenced by her 

brother.  Indeed, four participants learned the skills they use now daily in their businesses 

from their mothers.  Clearly, the family as a source of education simply cannot be 

overlooked, and has emerged again and again throughout this investigation as being of 

paramount importance to the individual successes of these participants.  Truly, the 

common occurrence of having been enrolled in some form of informal art education also 

does us the favor of possibly revealing more about the parents of these participants than 

about the participants themselves as it reveals the importance of extracurricular art 

learning to the parents as they were willing to pay for these experiences as well as ensure 
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transport to and from these extracurricular experiences.  This exhibits the value that these 

families place on art learning as a worthwhile pursuit and therefore justifiable expense for 

their children.  

Family Influence, Instruction, and Support 

Throughout this study, and emerging frequently in the narratives, was the critical 

role family played in the art educational lives of the participants.  Crafts have a long and 

storied history of being connected to the home, and often passed down matrilineally 

(Knight, 2009/2010; Sanders, 2004; Stoller, 2003).  This passing down is done as a 

means of maintaining long-held familial and cultural traditions.  Regardless of feminist 

and technological advances that are often thought to have supplanted traditional ways of 

learning inside the home, this study has verified that this historical form of craft learning 

inside the home is still largely active in modern day U.S. families as these participants 

reflect a cross-section from throughout the country.  Furthermore, it has also evidenced 

the still predominantly female tradition of craft learning in the home, as all the 

participants are women, and eight of twelve participants were taught art and craft skills 

by their mothers and/or grandmothers.  To my point of view, this seems to be in keeping 

with Pentney’s (2008) assertion that “feminism is part of the contemporary North 

American social fabric, rather than a necessarily reactive political movement” (p.2).  In 

other words, this study indicates that at least among the participants of this study, 

feminism has been accepted to such an extent that these American women no longer feel 

the need to eschew all things traditionally seen as “women’s work” in order to still see 

themselves, and be seen by others, as a feminist.  Debbie Stoller (2003) perhaps put it 

best when she posited the following about women’s connection to handmaking: 

Betty Friedan and other like-minded feminists had overlooked an important part 
of knitting when they viewed it simply as part of women’s societal obligation to 
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serve everyone around them – they had forgotten that knitting served the knitter 
as well. (p. 9) 

The participants and others like them across the nation understand that their handmaking 

and craft practices are not undoing the past fifty years of feminism, and in fact, 

understand their practices in context with the third wave practice of feminism, knowing 

that “disowning any activity that was traditionally feminine further compounded the 

cultural notion that women’s work is meaningless” (Gertie, 2010).  In fact, many 

practitioners now see traditional crafts and the women who make them as being 

inextricably bound up with the practice of feminism (Gertie, 2010; Pentney, 2008; 

Sanders, 2004; Stoller, 2003).  The rise of entrepreneurialism that has been an inherent 

component in this latest wave of crafting popularity has taught feminists that they can be 

educated, financially successful, crafty and creative, and self-proprietary.   

And several participants are passing these lessons on to their own children now 

that they are parents.  Two participants mentioned their own children as being important 

considerations in their business decisions, and Kathie Sever talked at length in her 

narrative about her children’s artistic learning and her role in it, along with her fears and 

concerns.  It is also worth noting that several participants mentioned being the children of 

creative parents, some of which were actively employed as artists, as seen in the case of 

Jenine Bressner whose mother owned a jewelry business, Kathie Sever whose father was 

a self-employed photographer and whose mother was a sewing teacher, Annie Mohaupt 

whose mother and grandmother were art teachers, and Clarity Miller whose parents were 

both artists.  This continuation in the arts could almost be seen as the modern day 

equivalent of the passing on of a family business or trade.  While not every student of the 

arts can be so fortunate to have parents so actively invested in the arts, the frequency of 

that reality within this study has been worth noting.   
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Having parents working in the arts did not necessarily translate into tacit moral 

support for the participants as they chose directions to pursue in college.  Kathie Sever 

mentions within her narrative that even though her father owned his own photography 

studio and her mother worked for a while as a sewing teacher, both of which careers can 

be seen as forms of creative employment, if not employment within the arts explicitly, 

pursuing the arts collegiately and beyond “wasn’t really presented to [Kathie] as a viable 

life.”  The same was true for Annie Mohaupt, whose mother and grandmother both 

worked as art teachers, yet when she was ready to major in art in college her parents told 

her that they “weren’t paying for an art education for you, that’s not practical.”  Little 

Friends of Printmaking shared that both of their respective parents actively discouraged 

them, saying, “they felt it was a waste.”  Jill Bliss also revealed being “discouraged from 

pursuing [art] by everyone.”  Luckily, for each involved, all these participants found 

ways to overcome this negativity and find their own paths to their personal involvement 

in the arts today.   

Also fortunately, there are more incidences of familial support reported 

throughout this study than lack thereof.  Sarah Neuburger, Melissa Detloff, and Tracy 

Bull each reported being actively encouraged by their families to pursue their individual 

interests in the arts.  Jenine Bressner, as reported both in Chapters Four and Five, was 

extremely encouraged and supported by her family throughout her life as she found a 

multitude of ways to pursue her artistic inclinations and interests.  Her statement from her 

narrative is most revealing about the crucial role that families can play in identity 

development in regards to their child’s involvement in the arts: 

My family allowed me to be true to myself, instead of forcing their expectations 
or a narrow definition of success onto me.  They saw who I was and who I wanted 
to be, and they allowed me to explore and play, so that I could make an informed 
decision about what I wanted to do with my life.   
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As within all education, the importance of one’s family involvement and support 

cannot be overstated.  This study has emphasized how important the role of family has 

been in the formation of these participants’ successful creative careers.  More than that 

though, the support from their families helped them realize who they were as artists or 

creative individuals, and aided them in taking the first steps towards a critical part of their 

adult identity.   

HOW CURRENT VIEWS HAVE CHANGED 

I started this study wanting to validate the place of craft in formal EC-12 art 

education and, furthermore, wanting to demonstrate that this kind of learning was vital to 

art education as a means of training towards future employment possibilities for students.  

While I still would refer to this study in an argument for how art education can teach to 

potential futures of employment for students, I see now that it is the synthesis of a 

student’s art educational experiences rather than any one contribution I can create in an 

art classroom of my own.  I will still introduce students to traditional craft practices such 

as fiber arts, woodworking, ceramics, non-ferrous metalwork, and glass as well as 

painting, drawing, and sculpture, but I will also emphasize for my students the 

importance of getting involved in the world around them, and experiencing art in other 

settings with other teachers and other types of people as these are the sorts of experiences 

that can help to generate real transference of their classroom art learning to more 

authentic contexts and more readily usable knowledge.  I will encourage my students’ 

parents to become active participants in their children’s artistic growth, to engage with 

their children and support their interests by sharing in art experiences with them, both 

inside the home and out in the world.  
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REVISITING THE PROBLEM STATEMENT 

Part of the motivation for this investigation was found in two sources.  The first of 

these was Brent Wilson’s (1997) admonishment that the outcomes of art education are 

“an important area of art educational research that has been largely neglected.  That is to 

say, when it comes to achieving the goals of art education, the bottom line is what 

individuals, of their own volition, do in the art world” (p. 18).  This statement struck a 

chord in me as I recognized how, despite my years of art education both in EC-12 

schooling and beyond, I have flitted in and out of the art world, perhaps not always being 

an example of “achieving the goals of art education.”  The same has been true of my 

classmates from my advanced art classes in high school; some have pursued artistic 

paths, some have gone back and forth as I have, some are only producing art casually in 

their spare time, and some have forsaken their artistic inclinations altogether.  I 

recognized the opportunity to create a study about the outcomes of art education with this 

question and thus add to this sorely needed area of data.   

The second external source was the general negative perspective with which craft 

can be viewed within art education.  I have had friends who are EC-12 art teachers tell 

me of their principals’ demand that their art program “be more than just crafts,” in such a 

way that seems to indicate that their perspective of “crafts” is in keeping with Brown’s 

(2008) assertion that crafts are better suited to learning to follow directions rather than as 

a path towards learning to be more creative.  As stated in the problem statement in the 

first chapter of this study, Brown’s argument is so accepted that it is blatantly expanded 

upon in her article that is included in the Region XIII recommended reading list for the 

fine arts module in preparation for the EC-6 Generalist teacher certification exam in the 

state of Texas (Student Experimentation & Exploration in Creative Expression, n.d.):   
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The bottom line is that parents need to remember the basic difference between 
arts and crafts.  Art is spontaneous.  Craft follows steps to produce a specific 
outcome.  Art encourages creativity.  Crafts are good ways to practice following 
directions.  (last para.) 

The individuals featured in Handmade Nation and in this study have shown that 

their craft practices have far outstripped Brown’s extremely narrow expectations in their 

creativity and inventiveness, and have also become viable sources for sustainable income.  

“Making a living and expressing oneself creatively are not diametrically opposed,” 

(Mullen as quoted in J. L., 2010/2011) and the participants featured in this study and in 

Handmade Nation prove this daily.  The skills that these people use everyday are 

essential components of a good art education and showcase that “the skills used to craft a 

functional object – organizational ability, problem-solving, and understanding of material 

– are transferable to virtually any field, and highly marketable” (J.L., 2010/2011).  By 

including a rich background in craft as part of an art education, not only are educators 

giving their students a rich technical experience, but they are also teaching the same skills 

that many employers are looking for (J.L., 2010/2011).  Without the formative craft 

education that the participants experienced as some part of their art education, many of 

them would not be where they are today.  The notion of artists existing outside of an 

entrepreneurial context in today’s market is quickly becoming an idealistic and outmoded 

vision.  Craft and its history of studio and show based sales fit well with today’s Internet 

based businesses, wherein customers and makers do business in a digital model of face-

to-face sales and students deserve to have these sorts of experiences as part of an 

authentic art education that is in touch with real life practices in the arts today.   

Craft and art are inseparable within the EC-12 art education context.  Students 

need the basic handmaking skills, attention to detail, and slow pace of work that crafts 

can teach.  Students also need the pushing of boundaries, the questioning of life and 
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ability to prod big questions, to explore meaning and ideas visually that art can teach.  To 

rob students from either of these veins of learning would be a huge injustice not just to 

those students, but also to the legacy of what the arts have been historically and will be in 

the future.  Today’s students are tomorrow’s creators of culture, tomorrow’s adjudicators 

of creative expression, tomorrow’s consumers of whatever passes for art, craft or design; 

we owe it to these students to give them not only the depth but the breadth of creative 

learning, one that includes the best of art and craft, as well as design and DIY.   

RECOMMENDATIONS FOR FUTURE RESEARCH 

As with any study, multiple other avenues for further research emerged 

throughout the course of this investigation.  I enthusiastically invite other researchers and 

art educators to pick up where I have left off, continuing to build data about outcomes of 

art education for the field.   

The most obvious question to spring from this study would be to do the same 

study, but instead of using Handmade Nation as the determiner of success, choose 

successful entrepreneurs who have all set up shop in one city.  For example, in my case, I 

would have chosen creative entrepreneurs from Austin only, so as to further examine the 

elements of a specific place that have may have lent success to these entrepreneurs, such 

as a citizenry with a heightened awareness of the importance of local businesses and a 

desire to support them with patronage.  It would also be interesting to contrast and 

compare two groups of creative entrepreneurs from two different cities, just to see how 

different cultural elements of each place have affected each business.   

Another obvious question that could be further examined would be to examine 

failures instead of successes; that is, to find creative businesses that are floundering, or 

failed outright, and to examine what those entrepreneurs felt went wrong, what supports 
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they needed that they did not have access to, and to see how they feel their education fits 

into that equation.   

I am most intrigued by the idea of a longitudinal study of art students over the 

course of 10 to 20 years to really see the outcomes of art education.  I would love to see a 

researcher or art educator trace a group of high school AP art students from their 

graduation through their college and career choices, touching base with them periodically 

to see how their art education continues to affect their lives.   

Another intriguing longitudinal study could be found in contrasting two or more 

creative entrepreneurs, one of whom received formal business training in conjunction 

with their art or other creative training, and one whom focused purely on the creative side 

of things, opting to “wing it” with the business side of their endeavor.  How would the 

timeline of their developing entrepreneurial enterprises differ?  What choices would lead 

to earlier monetary solvency and success?  What are the primary differences in the way 

these two participants approached and structured their businesses?  After five years, is 

there any decipherable difference between the two entrepreneurs, or in other words is it 

obvious who received business training and who did not?   

This study featured women almost exclusively, except in the case of Little Friends 

Of Printmaking, who are a traditionally married couple, one of which is male.  It would 

be interesting to contrast Handmade Nation with a similar story done on all male owned 

creative start-ups, and to contrast the similarities and differences.  How much does 

gender influence success or business opportunities within the craft and DIY world?  

Within the fine art world?  Within the design world?   

This study also delved into the topic of families and their role in encouraging 

future involvement and engagement with the arts.  It would be interesting to examine 
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successful creative workers whose parents are also artists of some nature, to flesh out 

common themes and recurring elements.   

This study also explored ideas about at what point in one’s formative art 

education does one begin to conceive of art as a career choice? It would be an interesting 

study to find out what percentage of a certain selection of working artists realized in high 

school or earlier that artmaking could indeed be their career.   

And finally, a narrative exploration of influential art teachers, exploring their 

teaching practices that made a difference and prompted a lifelong commitment to the arts 

could be a great benefit to the field, although many like this already exist.   

FINAL THOUGHTS 

When I started graduate school three years ago, I was intent on becoming an art 

teacher despite my own personal trepidations surrounding my self-identity as an artist.  I 

remember a specific conversation with a classmate of mine that first semester of graduate 

school, wherein I adamantly stated, “but I’m not an artist; I mean, I’m a jeweler, I’m 

really crafty, but I just don’t see myself as an artist anymore.”  I set out to validate those 

crafty inclinations, to claim the proper place of fine craft within the context of art 

education, and to showcase the importance of all that craft can and does bring to the 

worktable of any art studio or classroom.  In the process, I started this study, and 

somewhere along the way, I reconnected with my art practices as well as re-intertwined 

my craft skills with my artist identity.  I can now get in front of an art classroom and tell 

my students of any age, “I am an artist,” whether I am teaching them painting, ceramics, 

or bookbinding.  However, if it had not been for the Indie-craft world, I doubt that I 

would have ever gotten here.   
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After I finished my undergraduate studio art degree, I was exhausted and 

disillusioned.  I knew what medium I liked to work in – fine metals – but I had no idea of 

how to get my name and work shown, and furthermore, that prospect seemed so daunting 

and so demoralizing that I did not even want to try.  But I still had my work, my practice 

as a maker, however you termed it.  And so I made things.  Sometimes they worked, 

sometimes they did not, but there was always something in process.  I always came back 

to the work.  And as my skills became more refined, and I became aware of the praise I 

received for the wearable pieces I exhibited daily on my person, I started selling my 

jewelry pieces.  At some point I took a job in a bead shop to subsidize my jewelry supply 

expenses, and as part of my responsibilities in this role, I started teaching.  It was casual, 

teaching techniques so that people would buy the product and then offering organized 

classes that allowed the time needed to teach more advanced techniques.  But I failed to 

grasp that I was a teacher.  It was not until years later, when I sat at an employment 

crossroads, did I realize the importance of these experiences as I decided to return to 

school to sincerely pursue teaching art full time.  And I realized, that not only had those 

experiences in the DIY world of make-your-own jewelry been important in teaching me 

that I could teach, but also it kept me engaged with the arts when the formal art world had 

left me feeling estranged and disjointed.   

Informal venues of artistic learning, whether they are organized classes in a bead 

shop, learning to knit from your grandma, or learning to make glass beads from a kit in 

the mail, are extremely important.  This study attests to this as each of the twelve 

participants experienced some type of informal art learning at some point.  It was 

important to my life as it kept me engaged with my creative self, and eventually led me 

towards my current journey as a classroom art teacher.  Many of the participants of this 

study are engaged with informal art learning just as I was, as they themselves are 
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teaching classes, teaching their children, or posting tutorial videos on their blogs or 

YouTube.   

Much has been mentioned in this study of the business aspect of these 

entrepreneurial undertakings, and it is worth mentioning here.  Rarely is the 

entrepreneurial aspect of actually being a selling artist discussed during the educational 

beginnings of becoming an artist.  Students deserve to know that yes, art presents 

valuable opportunities for becoming a businessperson, an entrepreneur, a professional go-

getter.  Art and business are, in fact, much more closely related than most people would 

initially believe.  Students need to know that artists today are “not only serving as 

allegorical figures of entrepreneurialism, but are actually functioning entrepreneurially” 

(Fraser as quoted in Rosenstein, 2004, p. 68), and they need to be given the tools to 

compete should they want to.  In fact, in the recently reported results of the Strategic 

National Arts Alumni Project’s (SNAAP) 2011 National Survey, of the 33, 801 arts 

alumni surveyed, 75% reported having been self-employed at some point in their careers 

(Strategic National Arts Alumni Project, 2012).  That is a number that should not, that 

cannot, be ignored.  Art education does not exist in a vacuum; it exists in the world such 

as it is at any given moment.  At this moment of economic uncertainty, many people have 

turned to self-reliance, and rather than trying to find jobs and employment opportunities 

that simply do not exist, they are creating these opportunities for themselves through 

opening businesses and entrepreneurial enterprises.  Today’s students need the skills to 

be able to do the same thing tomorrow, should they need or want to do so.   

“Human beings were making things long before they were speaking or writing 

about such things” (Schlereth, 1985, p. 8).  In the end, it is all about the making.  Giving 

students the opportunity to encounter their own abilities to make is more important to me 

as an art educator than anything else.  Making art, making craft, making things with your 
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own hands, plucked out of your own mind like so much ether being born into existence 

through your own will, skill, and persistence is a huge thing to experience at least once.  

Giving students time and space to simply make things accesses a different part of their 

minds than what the rest of compulsory education asks them to use.  Indeed, art class may 

well be the only experience of making many students ever have.  It is my sincerest hope 

that students continue to have opportunities to have this experience, in school, in 

community settings, and at home, as all of these settings combine to help create the 

whole that will keep students engaged with the arts long beyond their days in school.   
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Appendix A:  IRB Letter and Sample Consent Form 
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CONSENT FORM  
 
IRB APPROVED ON: 12/22/2010    EXPIRES ON: 12/22/2011 

IRB PROTOCOL 2010-10-0090 
 

Consent Form for Participants 
 
Title:  Handmade Outcomes:  An Examination of the Long-Term Effects of Formal Art 
Education 
through the Lens of Craft Entrepreneurs’ Narratives 
Conducted By:  Rebecca Brockman 
Of The University of Texas at Austin:  Masters Candidate in Art Education, in the Art 
and Art History Department 
Telephone:  (cell) 512.922.5867 
Email:  beccametalsmith@gmail.com 
 
You are being asked to participate in a research study.  This form provides you with 
information about the study.  The person in charge of this research will also describe this 
study to you and answer all of your questions. Please read the information below and ask 
any questions you might have before deciding whether or not to take part. Your 
participation is entirely voluntary.  You can refuse to participate or stop participating at 
any time without penalty or loss of benefits to which you are otherwise entitled.  You can 
stop your participation at any time and your refusal will not impact current or future 
relationships with UT Austin or participating sites.  To do so, simply tell the researcher 
you wish to stop participation.  The researcher will provide you with a copy of this 
consent for your records. 
 
 
The purpose of this study is to establish through narrative analysis what types of art 
education and/or what aspects of formal art education helped indie-craft entrepreneurs as 
they established their businesses.  The secondary purpose is to examine what could be 
added to formal art education, both K-12 and collegiate, that could give emerging 
students help in their entrepreneurial efforts within the art world.  
 
If you agree to be in this study, we will ask you to do the following things: 

• fill out a short, online survey regarding your art education experiences; in 
particular, what of these experiences most helped you in your adult career in the 
arts. 

• if you agree to do so, to be interviewed further wherein more in-depth questions 
about your art education experience will be asked and the interview will be 
digitally audio recorded.  

• if you are interviewed, you will be given the opportunity to review and edit the 
resulting narrative that will be created about your experiences.  This narrative will 
not be finalized until the participant featured is satisfied with its content.  The raw 
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transcript of the interview will be included in the final thesis as an appendix.  
Direct quotes will be used in the narrative and in the body of the study. 

Total estimated time to participate in study is  
• online survey:  15 – 30 minutes 
• interview:  30 – 45 minutes 
• review of narrative:  1 or more hours 

Risks of being in the study 
• While there are no immediately identifiable risks, this study may involve risks 

that are currently unforeseeable. If you wish to discuss the information above or 
any other risks you may experience, you may ask questions now or call the 
Principal Investigator (Rebecca Brockman) listed on the front page of this form. 

Benefits of being in the study 
• Free publicity for your business among academic and scholarly circles, as they 

would be the target audience for reading this study.  Publicity will not extend 
beyond your inclusion in this study.  

• Knowing that your thoughts and opinions may potentially contribute to 
additions/changes to art education curriculum that would possibly help emerging 
students 

 
Compensation: 

• None 
Confidentiality and Privacy Protections: 

• You will be given the option to participate under a pseudonym if you should so 
desire.  A fake name will be created and used in all documentation and narrative 
creation; however should you decide to proceed in this nature, you would not 
receive the aforementioned free publicity.  If you decide to participate under a 
pseudonym, you must inform the Principal Investigator (i.e., Rebecca Brockman) 
as soon as possible.  

• All physical data (notes, transcripts, survey print outs, etc.) will be stored in a 
locked file cabinet in the researcher’s home office.  All digital data will be stored 
in a password protected file labeled with code names.   

• The data (survey results and/or interview transcripts) resulting from your 
participation will be included as appendices in the final version of this thesis, which 
will be available to future researchers.  This data will contain your name unless you 
utilize your above stated option to use a pseudonym.  

 
The records of this study will be stored securely and kept confidential. Authorized 
persons from The University of Texas at Austin, members of the Institutional Review 
Board, and (study sponsors, if any) have the legal right to review your research records and 
will protect the confidentiality of those records to the extent permitted by law.  All 
publications will exclude any information that will make it possible to identify you as a 
subject. Throughout the study, the researchers will notify you of new information that may 
become available and that might affect your decision to remain in the study. 
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Contacts and Questions: 
 
If you have any questions about the study please ask now.  If you have questions later, 
want additional information, or wish to withdraw your participation, call the researchers 
conducting the study.  Their names, phone numbers, and e-mail addresses are at the top 
of this page.   
 
If you would like to obtain information about the research study, have questions, 
concerns, complaints or wish to discuss problems about a research study with someone 
unaffiliated with the study, please contact the IRB Office at (512) 471-8871 or Jody 
Jensen, Ph.D., Chair, The University of Texas at Austin Institutional Review Board for 
the Protection of Human Subjects at (512) 232-2685. Anonymity, if desired, will be 
protected to the extent possible. As an alternative method of contact, an email may be 
sent to orsc@uts.cc.utexas.edu or a letter sent to IRB Administrator, P.O. Box 7426, Mail 
Code A 3200, Austin, TX 78713. 

You will be given a copy of this information to keep for your records. 
 
 
 
 
 
 
 

Statement of Consent: 
 
I have read the above information and have sufficient information to make a decision 
about participating in this study.  I consent to participate in the study. 
 
Signature:___________________________________________ Date: _____________ 
 
 
 
___________________________________________________ Date: _____________ 
Signature of Person Obtaining Consent 
 
 
Signature of Investigator:_______________________________ Date: _____________ 
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Appendix B:  Survey Instrument 

The survey was comprised of four separate sets of questions, each of which was 

specifically designed to correspond with one of the four archetypes described in the first 

question.  Which survey participants answered was dependent upon their selection of 

archetype.  Below is a list of the survey questions that were then loaded into 

SurveyMonkey.com to be distributed to each participant.   
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Appendix C:  Spreadsheets for Tracking Survey Response Data 

When the survey data started being returned, I designed and populated these 

spreadsheets as a way to track the participants’ responses.  I coded the names of the 

participants for ease of use in the spreadsheets.  The code is as follows:  KaSe – Kathie 

Sever; LFOP – Little Friends of Printmaking; DeDo – Deb Dormody; EmKi – Emily 

Kircher; JiBl – Jill Bliss; ClMi – Clarity Miller; SaNe – Sarah Neuburger; MeDe – 

Melissa Detloff; TrBu – Tracy Bull; JeBr – Jenine Bressner; AnMo – Annie Mohaupt; 

and ChPe – Christy Peterson.   
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Learned to make product elsewhere, optional elaborations: 

KaSe: my mom taught me to sew. then i studied art in college and melded the two 

together. 

EmKi: My mom taught me to crochet, and I read about crocheting with fabric online.  

JiBl: on my own, from my mom, grandmother and grandfather 

ClMi: I'm a self-taught sewer and designer...it is all trial and error, and 12 dead 

sewing machines. 

SaNe: self taught 

MeDe: Sewing: my mom taught me; her mom taught her; etc. 

JeBr: I ordered a kit in the mail when I was a freshman at MICA in Baltimore. I liked 

flamewoking so much that I transferred to RISD to study glass. When I arrived, 

I found out that flameworking isn't taught at RISD. I feel largely self-taught on 

the torch, but my practice is informed by the other techniques of my glass 

education. 



	  192 

AnMo: my woodworking skills are mostly self-taught, although I did take a shop class 

in high school 

 

 

 

 

 

Elaborations on whether or not participants are educating others: 

KaSe: teaching othersLFOP: We are invited to do lectures, residencies and visits 

at various colleges and universities. We occasionally invite groups to our studio 

to talk or work. We have taught design and screenprinting courses for both 

adults and K-12 children through a local museum. 

DeDo: Teaching classes, informing customers about my process through website and 

packaging, operating Craftland - a shop carrying the work of only independent 

crafters 

EmKi: I'm not educating them on how to do my craft, but since I use all recycled 

materials, I'm educating them on the value of recycling and reminding them to 

reuse or donate items they no longer want rather than throwing them away. 
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JiBl: i teach one-off workshops and formal classes in the graphic design department 

at portland state university. 

ClMi: If I inspire others to try their hand at art or crafting, it's educating. By being an 

example of someone whose life and career focus on making things, I'm 

encouraging others to pursue art in their own way. 

SaNe: - one on one technical training - online blog 

MeDe: Very casually -- just working with friends on projects, doing projects with my 

niece and nephew, etc. Inviting other people to work on the things I work on. 

JeBr: I teach, I do mentoring, and I make and post tutorial videos. 

TrBu: Perhaps someday! Although... does my 4-year-old count? 

AnMo: I've had several interns and assistants over the years who have helped me make 

shoes (altough I'm still the only person who can totally make them from 

scratch). 

ChPe: Not so much in teaching people actual skills but I think through encouraging 

others (whether through blog posts that I write or by producing an event they 

can participate in) 

 

 

 

 

 

 

 

 
  



	  194 

 

“Art education means…” elaborations: 

KaSe: i feel that art education is derived from a personal need to attain knowledge. we 

all want this knowledge in slightly different contexts. what drives/inspires one 

person may not do the same for another. it all comes down to the energetic 

desire to make art, and where that energy lives within a person. that's obtuse, i 

know. 

LFOP: Our definition of art education is extremely broad.  

DeDo: also learning the inherent cultural value of art in societies / communities. 

EmKi: I only had formal art education at a very young age, most of it was before I was 

14, so to me it means learning to work with your hands to express what is in 

your head, for whatever reason.  

ClMi: I think these all qualify as art education, as they are all forms of creative 

expression. There is no official or proper way to get an art education- it 

depends on the individual. The most influential art education I've received is 

from knowing, idolizing, investigating or working with other artists. 

SaNe: learning how to make art 
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TrBu: Anything that furthers my creative interests. 

AnMo: I think any time you're taking part in a creative endeavor, it's art education. I 

always learn something when I'm doing a creative task. 

ChPe: Being exposed to art and learning the skills required to make art. F & G are 

more continuations of the process. 

 

 

 

other sources of business training: 

LFOP: To elaborate: in college, Melissa worked at an art museum as a preparator, 

designing exhibits. The experience of designing and fabricating installations 

was more thorough and valuable than any course of study in college. We 

continue to lean on that expertise. James worked as one of the University's web 

designers back when the internet was still considered a novelty. That helped us 

to see the potential of the internet and gave us a lot of skills. 

DeDo: I wasn't afraid of doing math and that seemed to help. Turns out I'm oftentimes 

afraid to look at the results of the math though. 
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SaNe: Working at a non-profit arts  

MeDe: Not sure, just always felt confident I could be my own boss! 

JeBr: I was confident because I knew that I was offering something unique. I enjoy 

the privilege of having mostly made things that were pretty much always well- 

received. I knew that was special, and the work could sell itself more than 

needing me to be its salesperson. 

ChPe: lots of reading 

TrBu: It was so simple in the beginning: sell stuff > make money > buy more stuff to 

make more stuff. There was no debt or borrowing for the business, it happened 

very easily and organically. 

AnMo: I felt "sort of" prepared only because I had NO IDEA how much work it would 

be. I really wasn't prepared, but if I knew how not-prepared I was, I'm not sure 

if I would have started in the first place 
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State of Business in their words, from those who chose to elaborate: 

ClMi: Ready to expand, not sure how to make that a reality with two little ones and 

no capital.  

LFOP: Yes, online, shop/boutiques, annual craft shows, art shows 
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Another way: 

ChPe:  I went to a small liberal arts college (Agnes Scott College) and decided to 

major in English Lit/Creative Writing. I didn't quite fit with the art program 

and I've always been a writer as well so this was a natural fit. I almost minored 

in art but never declared it and ended up 2 classes short. Since I never declared 

it I figured it didn't matter that much that I didn't finish! 

SaNe: Depends on what you mean. Undergrad I did an art major at a small all-female 

college that didn't even have a BFA program. For graduate school, I chose a 

dedicated art school. 

 

Why:  

LFOP: We both wanted to study printmaking; the University of Wisconsin-Madison is 

ranked number one in the nation for printmaking. Also, we wanted to go to a 
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large public university because we wanted our degrees to be worth something 

even if we didn't pursue art as a career. 

JiBl: to avoid the real world as much as possible. [ i have 3 degrees] 

ClMi: San Francisco Art Institute was my first choice, but we couldn't afford it. 

Evergreen offered progressive art education and was a fraction of the cost. 

SaNe: The teachers. 

MeDe: It was what I was interested in. 

JeBr: I took making, and making well, very seriously. I wanted to be challenged in a 

structured and professional way, surrounded by others who also prioritized 

making, creativity, and innovation. 

TrBu: I had an associate degree in graphic design, and I knew I didn't want to sit at a 

computer all day so I went to school for glass instead. 

ChPe: My parents are big supporters of a liberal arts education. Since I was interested 

in writing/English also this was a good choice for me and I knew once I got 

into school I could choose to focus on art or writing or both. 
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more in their words:  

LFOP: Family pressure discouraged both of us from pursuing art - they felt it was a 

waste. We were encouraged by college advisors to study science and take 

occasional art courses, and both of us had the experience of a miserable first 

year of study. Art and art history/theory courses were the only courses we were 

interested in pursuing further. 

JiBl: it's what i do, like breathing. but i was discouraged from pursuing it by 

everyone. 

ClMi: I've been making things since I was about 3, so turning it into a career seemed 

like a natural step. I did pursue a career as a fine artist- gallery shows and the 

like- but it was too emotionally crushing. 

SaNe: We always made things growing up, it wasn't until high school that I realized 

this wasn't really everyone else's reality and that I could pursue full-time as a 

career path. Honestly, before I would probably have pursued an accounting 

career. (Numbers are awesome, too!!) 

MeDe: Art + Literature = no other subjects I wanted to major in. 

ChPe: I really just loved art! 
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JeBr: I don't like the word "talent." I had a natural aptitude, and I loved practicing 

drawing. Honing that skill enabled me to translate that ability to facility with 

other processes and techniques. 

 

 

If yes, please describe:  

JeBr: RISD has an office of Career Development, and they offer lots of free 

seminars, lectures on portfolio development and business concerns. They also 

have great listings of job opportunities and internships. 

TrBu: ZERO. A very lame part of the program that is hopefully there now. 

SaNe: None formally but teachers were available for after-hours advice. 
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What sort of exposure did you have to traditional craft mediums and techniques in your 

K-12 or collegiate art education experiences?  

LFOP: Almost none, but we aren't traditional craft artists. UW Madison views 

printmaking as a fine art medium, not a craft, so our education was biased 

towards that. 

JiBl: i sought it out. grew up on a farm and we made everything! 

ClMi: I mainly did film and photography at a college level, but did some ceramics 

and textile classes. I worked with a lot of traditional craft mediums on my own, 

outside of a school setting. In elementary and high school I did the 

conventional hand building pottery projects, woodshop, drawing and painting, 

collage, etc. None of the mediums were really presented in a way that was 

tantalizing...I wasn't inspired by a project where the whole class made the same 

mug or pom-pom snowman. 

SaNe: K-12 many Collegiate, not quite as many but I did teach myself to make paper, 

we had a darkroom which was unusual, as it was a new school and 

photography can go either way; we did some printmaking which can go either 

way, too. But we had to learn to do it all--cutting our own mats, photographing 

our own work, applying to local shows, etc. 

MeDe: Exposure to traditional craft mediums happened at school more when I was 

very young, and otherwise happened at home, where my mom did projects 

with my sister and I. 

TrBu: Quite a bit actually--I went to the School for American Craft as part of a larger 

technical college. It included metals, glass and wood as part of their fields of 

study. However textiles was sorely lacking, which is a huge craft business 

trend of the past decade. 
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ChPe: I focused on printmaking in college. In elementary school it was more art than 

craft but definitely a mix of both. In high school I focused on photography. 

JeBr: A lot in school, like firing ceramics in second grade, but I had maybe even 

more in the home with textiles and jewelry. 

 

If you had to choose a label, would you call yourself an "artist", "crafter", "craftsperson", 

"designer", or "maker" and why? 

LFOP: We use designer and artist interchangeably. They mean essentially the same 

thing to us, but in some professional contexts we would not call ourselves 

"artists." 

JiBl: designer. i'm too practical to be labeled an artist. 

ClMi: I swing back and forth between 'artist' and 'crafter'. I feel like the perception of 

'artist' is someone who has exceptional talents and who creates prolifically 

where as 'crafter' would make the average person think of their grandmother 

crocheting doilies. There has been a revolution in the craft world with Etsy, 

Handmade Nation, Sublime Stitching, Urban Craft Uprising and modern craft 

fairs, but the term 'crafter' still seems stuck in the past. 

SaNe: All of the above. 

MeDe: Ack. I've been denying the artist label lately, and just saying I'm a human being 

that likes to make things. I've been feeling lately like when you put a label on 

yourself it sets you apart from everyone else and makes what you do as 

"other," and it doesn't have an "other" place in my life (if that makes any sense 

at all). Like I think a lot of people get intimidated by art because of all the 

labels and avoid. But if you're just a human making stuff it's more 

accessible/approachable. 
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TrBu: Although artist or crafter would work, I've been calling myself an artisan 

because it feels somewhere in between. 

ChPe: I usually call myself a crafter...unless I'm talking to someone who I think 

doesn't get it. And then I'll call myself an artist because I don't want them 

envisioning me gluing pipe cleaners together. I'm becoming more of a designer 

(fabric and surface design) but wouldn't call myself that just yet. I like "maker" 

but I'm not sure mainstream really knows what that means. 

JeBr: Maker. It's the most neutral and accessible label and it allows me to avoid this 

"art vs. craft" poppycock. 
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elaboration: 

DeDo: I actually quit to start the business and was not laid off. 

EmKi: If I hadn't quit school, I wouldn't have had time to develop my skills into what 

they are now and my crafting would have remained a hobby. 
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Other: 

DeDo: Because I was marketing for the kind of shop that I would eventually sell to, I 

learned how the buying process works and what is important to store owners. 

EmKi: a science background provided me with a great critical thinking skills 

 

 

elaboration: 

DeDo: I think it was more that it just didn't occur to me that I could be an entrepreneur 

since (pre-recession) the expectations were just that you get jobs and that's 

what you do. 

EmKi: I was sort of star struck by people that made a living selling their crafts. I 

wondered if it was really possible and how they were able to manage. 
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other skills: 

KaSe: intensely self punishing work ethic :) 
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Scenario D 

“Catalyst that prompted you to pursue the online world of selling handmade products?” 

AnMo: Boredom and dissatisfaction with my career, desire to “do my own thing” 

 

 

Other: 

AnMo: I love what I saw other crafters doing, but I wanted to make something that you 

don't see often and fairs and would be difficult to copy. One day, it just 

occurred to me: “shoes!” - I've always had an affinity for footwear. It took 

about a year and a half of prototyping and experimentation to figure out how to 

make them *durable*. 
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Other: 

AnMo: drawing and designing; sourcing; project management; 3D modelling; 

engineering 

 

 

 

Do you feel like that formal art education gave you any skills – artistic or otherwise – that 

have been helpful or beneficial to your art/craft business? 

 

elaborate: 

AnMo: Absolutley, I learned a wide variety of art and craft skills that I use every day 

in my business. It kind of made me TOO "DIY" in that I really need help to 

grow my business, but few people have the wide range of skills that I do from 

all my years of education. 
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Questions for all participants, long responses: 

Here's your chance to tell me your story:  

KaSe: i fall in between the soccer mom and the art school grad- i went to art school 

but found the art world annoying. i started doing more 'craft' than 'art' because i 

loved the pragmatism of craft and enjoyed weaving it into my daily life rather 

than attempting to produce something that the art world would approve to hang 

on a white wall somewhere static. i did 'craft' stuff at home and took on the 

world of pastry cheffing because it was a lucrative (sort of) creative outlet (this 

was before the world of renegade craft fair and etsy). it wasn't till my daughter 

was born in 2000 that i decided to make my craft stuff my job. 

LFOP: We both graduated with BFAs in printmaking and minored in art 

history/theory. While in school we dissatisfied because our school didn't 

provide us with a path following graduation - no instruction or even lip service 

was given to how to show your art or how to make a living as an artist. We 

started The Little Friends of Printmaking as art students and while our 

beginnings were very modest it seemed to suggest more of a career path than 

anything else that had been presented to us. We tried to approach a career in art 

pragmatically; we were both employed as graphic designers following 

graduation and we remained employed in the design field until such a point 

that we could support ourselves through a mixture of freelance graphic 

design/illustration and art. 

DeDo: [Here's the "About" text from my website:] Deb Dormody created If'n Books + 

Marks in 2000 when she started making blank journals and photo albums by 

hand and selling them to stores, and then later at craft shows. As the youngest 



	  211 

of 8 kids, Dormody had plenty of time to sit in a corner and take apart old 

books to examine how they were made while her older siblings were busy  

feathering their hair with large plastic combs, and adjusting their cowl neck 

sweaters in so many shades of tan, and getting into trouble in the Pinto. Not to 

be confused with a bookmaker (who makes more money placing bets), this 

bookbinder credits her public high school art teacher with exposing her to the 

magical world of bookbinding. Deb continued her bookbinding studies in 

liberal arts college graduating in 1994, and some more formal post-college 

classes at the Maine College of Art, and a stint with a master binder. It seems 

to have taken. As the 20th century caved into the year 2000, Deb decided to 

leave behind her work for other companies as a marketing director for a gift 

gallery, and program director for arts non-profits, and go full-time with the 

books. She now sells her books to about 200 very smart stores around the 

country. 

EmKi: I wasn't laid off, I was in graduate school for Environmental Toxicology 

working towards my PhD. After 4 years of it, I hated it. With support from my 

then boyfriend (now husband), and family, I left school and opened my craft 

business. 

JiBl: i was making things to get me through the dot com bust before heading to grad 

school, it blew up into a full-fledged business while i was in grad school! 

ClMi: I've suffered from kidney disease since I was a child, and being crafty as I am, 

having a craft business allows me to have a "steady" job that I can take breaks 

from when needed. I did get into several prestigious art schools, but couldn't 

attend because of the costs, so ended up going to the Evergreen State College   
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to study photography. I started selling my wares in shops in 1998 and online in 

2000. I have two young children right now, so having an online craft business  

is ideal- I work while they are sleeping or at preschool and can be home with 

them while my husband works. 

SaNe: I did get a MFA in Studio Art, I knew I would never teach and picked a 

program at School of Visual Arts in Manhattan that didn't have you doing TA's 

and other such things. It was about teaching and developing studio artists. I 

always blurred the lines between "craft" and "fine arts"--between original 

single pieces and well-designed editions--between made by hand and mass-

produced. There was never a big distinction in my head, a person with a good 

eye can do all of those things, and do them well. 

MeDe: I didn't go to art school, but a general college (Wayne State University in 

Detroit) for photography and English. So I studied a lot of art while I was 

there. When I got out of school, I was working part time at an independent 

fabric store and sewing like crazy, sewing more things than I needed and could 

give away. Inspired by CutxPaste (these were pre-Etsy days), I set up my own 

shop online (taught myself HTML, etc) and things progressed from there. I had 

no idea and no expectations of what would happen. 

TrBu: Three years post graduating college (bfa), I somehow drifted into owning a 

business in the field that I graduated from (glass art). I was doing graphic 

design prior. 

JeBr: I started selling things that I made when I was seven years old, hair accessories 

and jewelry to my classmates. In college, my school (the Rhode Island School 

of Design) had student art sales, and when I graduated I qualified for their   
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alumni art sales. Extending to do the Bazaar Bizarre, etc. was easy from that 

point. 

AnMo: I was always a creative kid, but when it was time to apply for college, my 

parents basically forbade me from being an art major, as it's really not a 

practical degree. I saw their point, and chose architecture, as it's still in the art 

and design field, but is more “professional.” I worked as an architect for 7 

years, but I really missed working with my hands. Modern day practice is 

mostly drafting and project management, while I preferred the hand drawing 

and model making we did in school. I tried tons of different crafts, but 

shoemaking is the thing that really “stuck,” in that I felt that I truly had a 

unique and sellable product. I quit my job shortly after nearly selling out at my 

first craft fair. 

ChPe: I always loved art and craft and I think as a kid there wasn't a difference. My 

mom is very creative so I spent a lot of time doing creative projects before I 

even started school. At some point (junior high?) “craft” became NOT cool. So 

I tried being an "artist" but as I got older (late high school/college) I realized I 

couldn't keep up with the people who could draw and paint amazingly. I also 

felt like "artists" took themselves very seriously. And I didn't. Nor did I want 

to. I felt lost about my place in the visually creative world. In fall 2003, I read 

two articles about Jenny Hart of Sublime Stitching (ReadyMade and Budget 

Living). I was so impressed with her! I checked out her website, looked at 

every website on her links page and eventually discovered Get Crafty where I 

felt I had "found my people". It was a key moment in my life! About a year 

later we started planning a big craft event in Atlanta (Indie Craft 
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Experience)and I participated in my first big craft market (Renegade in 

Chicago). I've been hooked ever since. 

 

Was there another form of art education that you experienced somewhere in your life that 

helped to shape your future as an artist/crafter/maker? These may have been art lessons 

you may have had in a summer camp, through Girl/Boy Scouts, or something you learned 

how to make from a family member. Please name the sort of art experience and how 

much it influenced your formation into the creative person you are today.  

KaSe: being given unlimited access to materials and support at home. having parents 

that appreciated the arts and knew there was value in pursuing art as a career.  

LFOP: We had a lot of exposure to art by visiting museums as children. A lot of those 

mental connections were very formative and are still with us. 

DeDo: Summer art classes at the local park, my brother and my father being good 

illustrators, and my high school art club would take trips into NYC to go to art 

galleries and museums. 

EmKi: My mom is a teacher and crafty lady herself. We were always doing craft 

projects of all sorts and she taught me to crochet.  

JiBl: growing up on a farm and having to be self-suffient and make do with what 

was on hand. 

ClMi: Both my parents are artistic and have pursued art careers, and as a child I was 

around so many amazing artists who knew my parents. I did have art lessons 

after school, which I loved, but theyu weren't as great an influence as 

witnessing people who were creatively driven 

SaNe: Pivotal in pursuing art as a career: Governor's School for the Arts in SC which 

was a summer camp for high schoolers (now year-round school) where you 
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took college level courses by teachers in a variety of classes for several weeks. 

In blurring the lines: While in college, one summer I did a work exchange 

program at Arrowmont School of Arts and Crafts in Gatlinburg, TN. 

MeDe: Yes -- my mom encouraged making at home, and she enrolled me in after 

school art lessons for many years when I was in grade school. 

TrBu: I think knowing creative people is a huge outlet for artists-in-the-making. 

Anyone with a passion for the arts can be a teacher unknowingly. 

JeBr: I frequently went to art museums and wholesale suppliers in NYC throughout 

my childhood. I started taking college art classes when I was 14 in summers 

and on weekends. My grandmother lived with us, and she taught me how to 

sew when I was 5. I learned a lot about making jewelry from watching my 

mother, and I drew on placemats (often from observation) every single time I 

went out with my family. My father encouraged me to start keeping a 

sketchbook when I was eight years old, and made me start when I was ten. 

Friends and relatives always gave me boxes of weird old things to use in art 

projects. That started when I was seven. I was extraordinarily well- supported! 

AnMo: Both my mom and grandmother were art teachers, so they taught me tons - 

they were both very into crafts such as spinning, weaving, sewing, knitting, 

quilting, dying, felting and more. Mainly textile-related arts that I wasn't 

exposed to in school. 

ChPe: From my mom, scouts, summer camp, tons of art lessons (outside of school). 

They all influenced me...Even now I'm constantly picking up new skills. 
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If you could add one thing to either K-12 or collegiate art education, what would it be? 

What else would you add? What would you delete? 

KaSe: oh man. this is a huge question. k-12 art education, at least in public school, is 

pretty much a joke. it’d have to be a radical retraining of teachers to satisfy 

what i see as a fundamental need for change. public art ed is so “in the box,” 

we need to use art to help kids learn how to communicate larger ideas and 

integrate art into other fields of study. There should be more crossover. In 

college, there should be more writing and business education, and there should 

be more frank discussion about the nuts and bolts of an actual art career, the 

wide spectrum of participation in art and where you fit in. 

DeDo: For college level, I think it would be helpful to spotlight the nature of being an 

independent artist, and what it means to run a business, and how the challenges 

and rewards can compete. 

EmKi: I would just say that I would definitely keep art classes as a part of the K-12 

curriculum. In this time with decreasing budgets, art and music are the first 

classes to be cut, but they are so important in teaching children how to use both 

sides of their brain to express themselves. 

JiBl: the basics of how to run a small business. everyone should have that 

knowledge and potential freedom from dependence on others! 

ClMi: I would change the way art is presented in a school setting. Instead of the rigid 

“we are all going to make tissue paper flowers,” I’d like to see “this is tissue 

paper- What happens when you crumple it, get it wet, tear it? What would you 

like to make with it?” I think children would be a lot more inspired by 

possibilities than by rules. When everyone paints Abraham Lincoln, it’s natural 

to compare yours to others, and feel disappointed if yours isn’t as good. 
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Children should be taught that there is no good or bad in art- it's all individual 

expression. I would also add a plethora of interesting and diverse artists to 

come into schools and teach- teachers are already so over burdened that they 

should not be expected to also provide an all-encompassing art education. (Of 

course, were pretending here that American schools are well funded.) 

SaNe: Found most helpful at a later stage to really look at how other artists or 

craftspeople made a living. By doing detailed biographies and timelines, 

contacting them directly and then exchanging the information in a group 

setting. - I also think it took me awhile to understand how much of an influence 

individual teachers can have you on you and your style both positively and 

negatively, important to try to stay true to your voice. - Learning how to look at 

objects both from an objective framework in terms of basic elements of design; 

but also recognizing how you are responding emotionally to a piece. 

MeDe: College-wise, I went through the university model which was focused mostly 

on the conceptual, but in looking back I can see the value of the community 

college model, which focuses on teaching you the technical aspects. You need 

that foundation to execute your ideas. 

TrBu: I know they teach knitting & crocheting in other countries at an early age, and 

I'd love to see this taught in the states at an elementary school level. 

JeBr: Increase funding! for more teachers, smaller classes, better facilities and 

supplies, more field trips, encourage collaboration and experimenting, both 

inside and beyond the classroom. 

AnMo: I would add a more about entrepreneurship and marketing. 

ChPe: I would just make it more readily available. 
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Appendix D:  Raw Survey Data Compiled 

General Questions answered by every survey taker: 

Consistent unanimity:   

• 12 of 12 (100%) think art ed exists outside classroom 

• 12 of 12 (100%) external/informal art experiences in childhood 

• 12 of 12 (100%) are educating others in one small way or another 

Scenarios Chosen: 

• 8 of 12 (66.7%), LFOP, JiBl, ClMi, SaNe, MeDe, TrBu, JeBr, and ChPe, chose 

“Scenario A:  Corporate-World-Eschewing Art School Grad” 

• 2 of 12 (16.7%), DeDo and EmKi, chose “Scenario B:  Laid-Off Corporate Drone 

Turned Online Craft Diva” 

• 1 of 12 (8.3%), KaSe, chose “Scenario C:  Soccer Mom By Day, Craft 

Entrepreneur By Night” 

• 1 of 12 (8.3%), AnMo, chose “Scenario D:  Craft World, Here I Come!”  

Individual Journeys Towards Entrepreneurship: 

Here's your chance to tell me your own individual story of becoming a creative 

entrepreneur: If the preceding scenario didn’t exactly describe your journey towards 

entrepreneurialism, how and when did you decide to turn your art/craft making into a 

business? What was your path towards entrepreneurialism? 

• All 12 participants responded to this question with long text answers.   

• In text analysis, the word “art” definitely gets the most use, followed closely by 

“school” and “craft”.  These are not surprises given the nature of these businesses.   

o The words “college,” “business,” “world,” “creative,” “things,” “design,” 

“selling,” and “online” also showed up repetitively. 
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o Also enjoying some repetition throughout the stories were words such as 

“design,” “graphic,” “job,” “books,” “working,” “making,” “online, “ 

“graduated,” “time,” “years,” and “website.” 

• All 12 participants each mentioned school as part of their description of how their 

business started.  This could have been because each participant knew that I was 

examining their art educational backgrounds, but the question did not expressly 

prompt them to include schooling as part of their history.   

• 6 of 12 participants, KaSe, LFOP, DeDo, MeDe, TrBu, and AnMo, all mention 

previous careers in some way, whether simply mentioning what they did prior to 

owning their business or mentioning how it provided a stepping stone.   

o Previous jobs seemed to definitely provide a stepping stone for both DeDo 

and MeDe; DeDo worked for a gift gallery, where she got to see how the 

buying process works with vendors from the shop keeper’s perspective.  

MeDe was working at an “independent fabric store and sewing like crazy, 

sewing more things than I needed and could give away.”     

• 4 of 12 participants, JiBl, ClMi, MeDe, and ChPe, mention the Internet as being 

important to their business in some way, whether they built their own website or 

simply found their initial inspiration online.   

o JiBl was making things “to get [her] through the dot com bust before heading 

to grad school” and it grew into a “full-fledged business” while she was 

enrolled in grad school.  

o ClMi started selling online in 2000, two years after she started selling her 

goods in shops.  

o MeDe taught herself HTML and set up her own website, in the “pre-Etsy 

days,” as she puts it.  
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o ChPe found her inspiration online, after reading two articles about Jenny Hart 

and following every link on her website until she found Get Crafty, where she 

“felt that [she] had ‘found her people’.” 

• 3 of 12 participants, JeBr, AnMo, and ChPe, mention craft fairs being an 

important step in their path towards becoming business owners.  

o For JeBr, being in the Bazaar Bizarre came naturally as an extension of her 

alumni and student art sales at Rhode Island School of Design, and her 

childhood of selling her creations to her classmates.  

o AnMo traded in her architecture career in favor of owning her own handmade 

shoe business after almost selling out at her first craft fair.  

o ChPe got started by participating in the Renegade Craft Fair and planning her 

own recurring craft fair, the Indie Craft Experience, in Atlanta.  

• 2 of 12 participants, KaSe and ClMi, mention their children as being important 

considerations in their choice to become entrepreneurs. 

o KaSe mentions that it was not until her daughter was born that she “decided to 

make my craft stuff my job.” 

o ClMi mentions how working her own hours as her own boss is ideal for also 

being a mom, as she can work when they are sleeping or at preschool, and can 

be home with them the rest of the time while her husband is at work. 

• 3 of 12 participants, KaSe, LFOP, and ChPe, mention feeling dissatisfied in some 

way with the art world before embarking on their own creative businesses.  

o KaSe mentions how she found the art world to be “annoying” after finishing 

up art school.  She turned to crafts as she preferred “the pragmatism of craft 

and weaving it into my daily life rather than attempting to produce something 

that the art world would approve to hang on a white wall somewhere static.” 
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o LFOP mentions feeling very adrift after graduating from college as their 

schooling did not provide artists with a clear idea of a career path.  They had 

started The Little Friends of Printmaking while still in school and kept going 

with it after school, as it “seemed to suggest more of a career path than 

anything else that had been presented to us.” 

o ChPe had grown up always being creative but sometime in late high school or 

college she “realized I couldn’t keep up with the people who could draw and 

paint amazingly.  I also felt like ‘artists’ took themselves very seriously.  And 

I didn’t.  Nor did I want to.  I felt lost about my place in the visually creative 

world.”  At least, until she found Get Crafty, as mentioned above.    

• 1 of 12 participants, AnMo, mentions how her parents “basically forbade me from 

being an art major, as it’s really not a practical degree.”  She chose architecture as 

an alternative, where she learned the basic skills she now uses in her own 

shoemaking business.   

Art Education Backgrounds:   

Formal Art Education Backgrounds:  

Compiled from answers to various other questions within the individual scenario portion 

of the questionnaire.   

• 4 of 12 (EmKi, AnMo, ChPe, JeBr) reported having art in elementary school  – 

but not all respondents responded to this question(s). 

• 2 of 12 (EmKi, AnMo) reported having art in middle school – but not all 

respondents responded to this question(s). 

• 6 of 12 (DeDo, LFOP, EmKi, JeBr, ChPe, AnMo) reported having art in high 

school – but not all respondents responded to this question(s). 
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• 11 of 12 (all except for EmKi) reported having some art at the college level 

whether or not they majored in art. 

 

Did you learn to make the art/craft that your business is based on in a formal art 

education environment like in college or in K-12 art education? If not, where did you 

learn how to do that voo-doo that you do so well? 

• 3 of 12 (25%), LFOP, TrBu, and ChPe, reported learning how to make their 

product in college. 

• 1 of 12 (8.3%),DeDo, learned how to make their product in K-12. 

• 8 of 12 (66.7%), KaSe, EmKi, JiBl, ClMi, SaNe, MeDe, JeBr, and AnMo, learned 

how to make their products elsewhere. 

o In text elaborations, 4 of these 8, KaSe, EmKi, JiBl, and MeDe, report their 

mothers being sources of training. 

§ 1 of these 4, EmKi, reported blending what their families taught with what 

they self-taught. 

§ 1 of these 4, KaSe, reported blending family instruction with college art 

education. 

§ 1 of these 4, JiBl, reported her grandmother and grandfather also being 

sources of art education. 

§ 1 of these 4, MeDe, reported being taught as part of a family lineage, her 

mother teaching her as her mother taught her, etc. 

o In text elaborations, 4 of these 8, ClMi, SaNe, JeBr, and AnMo, report being 

primarily self-taught (this does not include the 2 mentioned previously who 

blended family learned techniques with self-taught techniques). 
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§ 2 of these 4, JeBr and AnMo, reported incorporating information derived 

from classes, either collegiate or other, with their largely self-taught 

practice.  

§ Considering everyone who mentions self-teaching, regardless of any other 

sources of learning, 5 of the 8, EmKi, ClMi, SaNe, JeBr, and AnMo, 

mention self-teaching in one way or another.  

 

Do you think art education exists outside the classroom? 

• All 12 (100%) participants unanimously agreed:  yes, they believe art education 

exists outside the classroom.  

 

Was there another form of art education that you experienced somewhere in your life that 

helped to shape your future as an artist/crafter/maker? These may have been art lessons 

you may have had in a summer camp, through Girl/Boy Scouts, or something you learned 

how to make from a family member. Please name the sort of art experience and how 

much it influenced your formation into the creative person you are today. 

• All 12 (100%) participants responded to this question with long text answers 

indicating unanimity in having had art education experiences outside of the 

classroom environment at some point in their lives.  

• Text analysis revealed that one of the most popular words to show up in these 

answers is “school”; this is ironic given that this was to be a discussion of art 

experiences outside of a school environment.  

o The words “parents,” “mom,” “lessons,” “college,” and “museums” also 

showed up repetitively.  
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o Also enjoying some popularity in recurrence, but not as recurrent as the above 

list, were the words “summer,” “grandmother,” “father,” “encouraged,” 

“NYC,” “home,” “career,” and “camp.”  

• 9 of 12 participants (75%), KaSe, DeDo, EmKi, JiBl, ClMi, MeDe, JeBr, AnMo, 

and ChPe each discussed how their family members and the creative support 

and/or instruction experienced at home as forms of art education experienced 

outside of school.  

o 5 of these 10, ChPe, AnMo, JeBr, MeDe, and EmKi, each specifically 

mention their mothers as being sources of art education.  

o 2 of these 10, AnMo and JeBr, each specifically mention their grandmothers 

as being sources of art education.  

o 2 of these 10, DeDo and JeBr, each specifically mention their fathers as being 

sources of art education; DeDo also mentions her brother.   

o 2 of these 10, KaSe and ClMi, mention their parents in general as a source of 

art education and creative support.    

§ 4 of 12 participants (33.3%), DeDo, ClMi, MeDe, and ChPe, each mention 

having art lessons outside of school in some sort of community setting as 

being important sources of informal art education.  

§ 2 of 12 participants (16.7%), SaNe and JeBr, mention taking college level 

art courses before being college aged as an important source of art 

education outside of their compulsory schooling.  

o SaNe went to the Governor’s School for the Arts in South Carolina, which at 

the time was a summer camp for high school students wherein they took 

college level courses; she reports that it is now a year-round school.  Later, 

while in college, she continued to seek out art education in settings other than 
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school as she undertook a summer work exchange program at Arrowmont 

School of Arts and Crafts in Gatlinburg, TN.   

o JeBr started taking college level art courses on weekends and in the summer 

when she was 14 years old.  She also credits time spent visiting wholesale 

suppliers in New York City throughout her childhood as being an informative 

type of informal arts education.  

• 2 of 12 participants (16.7%), SaNe and ChPe mention summer camp as a source 

of informal art education.  

o SaNe’s experience with the Governor’s School for the Arts in South Carolina 

was detailed above.  

• 3 of 12 participants (25%), LFOP, DeDo, and JeBr, each mention the integral role 

that museums played in their art education outside of school. 

• 2 of 12 participants (16.7%), ClMi and TrBu, each mention the important form of 

art education they received just from being surrounded by other artists and 

creative people.  

o ClMi’s parents “pursued art careers” and as a result ClMi as a child was 

“around so many amazing artists who knew my parents” who she refers to as 

having been a great influence.   

o TrBu shares that she feels that “knowing creative people is a huge outlet for 

artists-in-the-making.  Anyone with a passion for the arts can be a teacher 

unknowingly.” 

• 1 of 12 participants (8.3%), ChPe, mentions scouts as being a source of childhood 

informal art education.  
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Current Attitudes about and Involvement in Art Education  

Which of the following choices describe what the phrase “art education” means to you? 

Please check all that apply. 

• 7 of 12 participants (58.3%), LFOP, DeDo, ClMi, SaNe, TrBu, JeBr, and AnMo, 

agreed with all supplied definitions of art education. 

• 10 of 12 participants (83.3%), KaSe, LFOP, DeDo, ClMi, SaNe, MeDe, TrBu, 

JeBr, AnMo, and ChPe, chose “A. technical training of the making of art and/or 

craft.” 

o EmKi and JiBl, did not choose A. 

• 12 of 12 participants (100%), KaSe, LFOP, DeDo, EmKi, JiBl, ClMi, SaNe, 

MeDe, TrBu, JeBr, AnMo, and ChPe, unanimously chose “B. being taught to 

think about art and artmaking conceptually.” 

• 10 of 12 participants (83.3%), LFOP, DeDo, EmKi, ClMi, SaNe, MeDe, TrBu, 

JeBr, AnMo, and ChPe, chose “C. a class of students that is led by a teacher in the 

making of art projects in a classroom.” 

o KaSe and JiBl did not choose C. 

• 10 of 12 participants (83.3%), KaSe, LFOP, DeDo, ClMi, SaNe, MeDe, TrBu, 

JeBr, AnMo, and ChPe, chose “D. apprenticing with a working artist in their 

studio practice.” 

o EmKi and JiBl, did not choose D. 

• 10 of 12 participants (83.3%), KaSe, LFOP, DeDo, ClMi, SaNe, MeDe, TrBu, 

JeBr, AnMo, and ChPe, chose “E. linking art making to art historical references.”  

o EmKi and JiBl, did not choose E. 

• 8 of 12 participants (66.7%), KaSe, LFOP, DeDo, ClMi, SaNe, TrBu, JeBr, and 

AnMo, chose “F. being trained to make art as a way to address societal issues.”  
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o EmKi, JiBl, MeDe, and ChPe did not choose F. 

• 9 of 12 participants (75%), KaSe, LFOP, DeDo, ClMi, SaNe, MeDe, TrBu, JeBr, 

and AnMo, chose “G. being trained to make art as a way to deal with personal 

issues.”  

o EmKi, JiBl, and ChPe did not choose G. 

• 11 of 12 participants (91.7%), KaSe, LFOP, DeDo, EmKi, ClMi, SaNe, MeDe, 

TrBu, JeBr, AnMo, and ChPe, chose “H. being trained to make art for the sake of 

making art.”  

o JiBl did not choose H. 

• 10 of 12 participants (83.3%), KaSe, LFOP, DeDo, ClMi, SaNe, MeDe, TrBu, 

JeBr, AnMo, and ChPe, chose “I. learning to crochet/knit/embroider/sew from 

your grandmother.”  

o EmKi and JiBl, did not choose F. 

§ this was surprising considering the high incidence of reported learning 

from family members. 

§ surprisingly, Jill Bliss, who reported learning her craft from her mom and 

her grandparents, did not choose this as part of her definition.  

§ Emily Kircher, who also did not choose this definition, also reported 

learning to crochet from her mother.  

• 9 of 12 participants, supplied elaborated long text answers, which revealed again 

and again that making is at the core of most peoples’ definition of art education; 

also, the idea of creative learning seemed to be part of what is integral to a 

definition of art education; acquiring knowledge that can be applied to 

understanding and making art seems to be a central component as well; also, ideas 
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of simply learning how to think and being a person-centered type of education 

seemed to come forward also.   

o As a means of explanation of her answers, EmKi offered her definition of art 

education, saying “I only had formal art education at a very young age, most 

of it was before I was 14, so to me it means learning to work with your hands 

to express what is in your head, for whatever reason.” 

o SaNe, who agreed with every supplied definition, defined art education as 

simply “learning how to make art.” 

§ This was echoed somewhat by TrBu, who defines art education as 

“anything that furthers my creative interests.” 

§ AnMo, who says, “I think any time you're taking part in a creative 

endeavor, it's art education. I always learn something when I'm doing a 

creative task.” 

§ ChPe, who feels that art education is “being exposed to art and learning 

the skills required to make art. F & G are more continuations of the 

process.”  

o DeDo who also agreed with every supplied option, would like to add “also 

learning the inherent cultural value of art in societies / communities.” 

o LFOP commented, after agreeing with every supplied option, “our definition 

of art education is extremely broad.”  

o ClMi, who also agreed with every supplied option, emphasized the importance 

of being exposed to other artists, saying, “I think these all qualify as art 

education, as they are all forms of creative expression. There is no official or 

proper way to get an art education- it depends on the individual. The most 
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influential art education I've received is from knowing, idolizing, investigating 

or working with other artists.” 

o KaSe provided a very enigmatic definition of art education:  “i feel that art 

education is derived from a personal need to attain knowledge. we all want 

this knowledge in slightly different contexts. what drives/inspires one person 

may not do the same for another. it all comes down to the energetic desire to 

make art, and where that energy lives within a person. that's obtuse, i know.” 

 

Are you “educating” others in your handmade medium/technique? If so, how so? 

• 10 of 12 participants (83.3%), KaSe, LFOP, DeDo, EmKi, JiBl, ClMi, MeDe, 

JeBr, AnMo, and ChPe, answered yes, they are. 

o Although SaNe and TrBu answered no, they are not, they supplied evidence in 

text elaborations as to how they in fact are currently acting as educators.  

§ KaSe reports that she is simply “teaching others.” (Her website mentions 

classes that she teaches.) 

§ LFOP reports a high level of involvement with art education:  “We are 

invited to do lectures, residencies and visits at various colleges and 

universities. We occasionally invite groups to our studio to talk or work. 

We have taught design and screenprinting courses for both adults and K-

12 children through a local museum.” 

§ DeDo is also actively involved in educating others through “teaching 

classes, informing customers about my process through website and 

packaging, operating Craftland - a shop carrying the work of only 

independent crafters.”  



	  230 

§ EmKi is educating through doing as, “I'm not educating them on how to 

do my craft, but since I use all recycled materials, I'm educating them on 

the value of recycling and reminding them to reuse or donate items they 

no longer want rather than throwing them away.” 

§ JiBl is educating others in a more formal way:  “I teach one-off workshops 

and formal classes in the graphic design department at Portland State 

University.” 

§ ClMi takes a holistic view of herself as an educator, saying, “If I inspire 

others to try their hand at art or crafting, it's educating. By being an 

example of someone whose life and career focus on making things, I'm 

encouraging others to pursue art in their own way.” 

§ Although she answered “no” to the question of being an educator, SaNe is 

educating others through “one on one technical training - online blog.” 

§ MeDe approaches her role as an educator, “very casually -- just working 

with friends on projects, doing projects with my niece and nephew, etc. 

Inviting other people to work on the things I work on.” 

§ JeBr is pragmatic and multitasking in her role as an educator, reporting, “I 

teach, I do mentoring, and I make and post tutorial videos.” 

§ Although she answered “no” to the question of being an educator, I would 

beg to differ with TrBu, as she wrote, “Perhaps someday! Although... does 

my 4-year-old count?”  Yes, TrBu, your 4-year old counts!  

§ AnMo has become an educator through the conducting of her business:  

“I've had several interns and assistants over the years who have helped me 

make shoes (altough I'm still the only person who can totally make them 

from scratch).” 
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§ ChPe takes a general view of herself as an educator, even though it might 

be “not so much in teaching people actual skills but I think through 

encouraging others (whether through blog posts that I write or by 

producing an event they can participate in).”  

 

If you could add one thing to either K-12 or collegiate art education, what would it be? 

What else would you add? What would you delete? 

• In text analysis, the words “teachers” and “see” showed up as the most 

popularly recurring.  These were followed in popularity by the words “college,” 

“business,” “think,” and “make”.  The tertiary level of popularity revealed 

words such as “individual,” “change,” “public,” “important,” “ideas,” “setting,” 

and “everyone.” 

• 5 of 12 participants (41.7%), LFOP, DeDo, JiBl, SaNe, and AnMo, all mention 

wishing there was more emphasis on the business aspect of being an artist, and 

associated topics.    

o LFOP, speaking to what should be added to collegiate art education, 

recommended adding “more frank discussion about the nuts and bolts of an 

actual art career.”  

o DeDo , speaking strictly to what should be added to collegiate art education, 

thinks students need to be informed about “what it means to run a business, 

and how the challenges and rewards can compete.”  

o JiBl feels that what is most needed is education on “the basics of how to run a 

small business. Everyone should have that knowledge and potential freedom 

from dependence on others!” 
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o SaNe finds that it can be helpful to “really look at how other artists or 

craftspeople made a living. By doing detailed biographies and timelines, 

contacting them directly and then exchanging the information in a group 

setting” she found ideas for her own business.   

o AnMo feels that art education should include more about “more about 

entrepreneurship and marketing.”  

• 3 of 12 participants (25%), LFOP, DeDo, and SaNe, wanted to see more about 

what it means to be an artist added to art education.  

o LFOP, speaking to what should be added to collegiate art education,  would 

like to see more discussions added about “the wide spectrum of participation 

in art and where you fit in.” 

o DeDo, speaking to what should be added to collegiate art education, thinks 

that “it would be helpful to spotlight the nature of being an independent 

artist.”  

o As previously mentioned, SaNe advocated “really look[ing] at how other 

artists and craftspeople made a living” which speaks not only to the business 

side of how they make it work, but also how their creative process fits into 

that business model.  

• Only 1 of 12 participants, (8.3%), LFOP, advocated for adding big ideas to art 

education and interdisciplinary learning.  In their own words:  “In K-12, we need 

to use art to help kids learn how to communicate larger ideas and integrate art into 

other fields of study.  There should be more crossover.” 

• Only 1 of 12 participants (8.3%), JeBr, advocated for adding funding to art 

education, as she adamantly says “Increase funding! for more teachers, smaller 

classes, better facilities and supplies, more field trips.” 
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• 2 of 12 participants (16.7%), EmKi and ClMi, mentioned the importance of 

emphasizing self expression as part of art education curriculum.  

o EmKi emphasized how vital art education is for K-12 students as it is “so 

important in teaching children how to use both sides of their brain to express 

themselves.” 

o ClMi feels that “children should be taught that there is no good or bad in art – 

it’s all individual expression.” 

• 3 of 12 participants (25%), ClMi, SaNe, and JeBr, would like to see more 

experimentation and exploration added to art education. 

o ClMi points out that when materials are taught as though they are something 

to explore, with boundless potentials, that it could be more engaging as “I 

think children would be a lot more inspired by possibilities than by rules.” 

o SaNe discusses how easy it can be to have one’s style influenced by different 

teachers and mentors, and therefore learning how to be self expressive is an 

important tool to help one “stay true to your voice.” 

o JeBr would like to see more efforts to “encourage collaboration and 

experimenting, both inside and beyond the classroom.” 

• Only 1 of 12 participants (8.3%), ClMi, mentioned adding more visiting artists to 

K-12 art curriculum, as she says, “I would also add a plethora of interesting and 

diverse artists to come into schools and teach – teachers are already so over 

burdened that they should not be expected to also provide an all-encompassing art 

education.”  

• Only 1 of 12 participants (8.3%), SaNe, mentioned the importance of adding more 

interpretation of existing art to art education as she would like for students to be 

“learning how to look at objects both from an objective framework in terms of 
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basic elements of design; but also recognizing how you are responding 

emotionally to a piece.”   

• Only 1 of 12 participants (8.3%), MeDe, mentioned the importance of gaining a 

technical foundation through art education, which she discovered as “I went 

through the university model which was focused mostly on the conceptual, but in 

looking back I can see the value of the community college model, which focuses 

on teaching you the technical aspects.  You need that foundation to execute your 

ideas.” 

• Only 1 of 12 participants (8.3%), TrBu, mentioned the importance of learning 

techniques that could be employed to make functional items, such as how “they 

teach knitting and crocheting in other countries at an early age, and I’d love to see 

this taught in the states at an elementary school level.” 

o side note:  they do at Waldorf schools in the US.  

• 2 of 12 participants (16.7%), EmKi and ChPe, emphasize the importance of just 

making sure art education remains a part of K-12 education.  As EmKi says, “in 

this time with decreasing budgets, art and music are the first classes to be cut, but 

they are so important.” ChPe goes one step further and adds that she wishes art 

education were simply “more readily available.”  

• 2 of 12 participants, (16.7%), KaSe and ClMi, want to see a radical change and 

reconfiguring of the entire way art education is addressed with K-12 schooling.   

o KaSe feels that “K-12 art education, at least in public school, is pretty much a 

joke.  It’d have to be a radical retraining of teachers to satisfy what I see as 

fundamental need for change.  Public art ed is so ‘in the box’.” 

o “I would change the way art is presented in a school setting,” notes ClMi, and 

then goes on to call for her aforementioned suggestions of emphasizing 
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exploration, self-expression, and visiting artists, but she also realizes that this 

may be unrealistic as “of course, we’re pretending here that American schools 

are well funded.”   

 

Business Preparation and Current State of Affairs: 

Did you feel prepared to run your own business when you began? 

• 1 of 12 participants (8.3%), TrBu, felt prepared to start her business. 

o She cited preparation as coming from formal education.  

o She also noted that she didn’t have to borrow money or create debt to start her 

biz; happened “very easily and organically.” 

• 9 of 12 participants (75%), KaSe, LFOP, DeDo, JiBl, SaNe, MeDe, JeBr, AnMo, 

and ChPe, reported feeling “sort of” prepared to start their business.  

• 2 of 12 participants (16.7%), EmKi and ClMi, reported that they did not feel 

prepared when they started their business.  

 

If you answered yes, or even sort of, where did that preparation come from? Please check 

all that apply. 

• Of the 10 participants who answered “yes” or “sort of,” only one, KaSe, found 

their preparation from mentorship with a colleague. 

• 3 of these 10, LFOP, JiBl, and ChPe, reported preparation coming from a former 

career. 

• 1 of these 10, TrBu, reported preparation coming from their formal education. 

• 1 of these 10, DeDo, cited preparation from informal/community education. 

• 0 of these 10 reported their preparation coming from a family member. 
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• 7 of 10, LFOP, DeDo, SaNe, TrBu, JeBr, AnMo, and ChPe, cited preparation 

coming from “other sources.” 

o LFOP reported that Melissa’s past job, working in a museum, as a preparator 

“was more thorough and valuable than any course of study in college.  We 

continue to lean on that expertise.”  Also of value was James’s experiences 

designing websites in the early days of the Internet, which “helped us to see 

the potential of the Internet and gave us a lot of skills.” 

o  DeDo found her preparation for running her business within herself as “I 

wasn’t afraid of doing math and that seemed to help.” 

o SaNe found a variety of types of preparation working at a non-profit arts 

organization “where I had to learn both html and website maintenance, while 

learning to write grants and how to use Quickbooks.” 

o MeDe and JeBr both cite their own confidence in themselves and their 

products as being a source of preparation.  MeDe states that she  “just always 

felt confident I could be my own boss!”  JeBr echoes that sentiment 

somewhat, stating the she “was confident because I knew that I was offering 

something unique.  I enjoy the privilege of having mostly made things that 

were pretty much always well received.  I knew that was special, and the work 

could sell itself more than needing me to be its salesperson. 

o ChPe reports that she found preparation through “lots of reading.” 

o TrBu describes her feeling of being prepared as “it was so simple in the 

beginning:  sell stuff > make money > buy more stuff to make more stuff.  

There was no debt or borrowing for the business, it happened very easily and 

organically.” 
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o AnMo may sum it up best as she states “I felt ‘sort of’ prepared only because I 

had NO IDEA how much work it would be.  I really wasn’t prepared, but if I 

knew how not-prepared I was, I’m not sure if I would have started in the first 

place.”   

 

How many years have you been selling your handmade wares? 

• 11 of 12 participants (91.7%), KaSe, LFOP, DeDo, EmKi, JiBl, ClMi, SaNe, 

TrBu, JeBr, AnMo, and ChPe have been in business for 6 years or more. 

• 1 of 12 participants (8.3%), MeDe, quit between 3 and 5 years of selling. 

 

Are you selling your handmade wares at the present time? 

• 1 of 12 participants (8.3%), SaNe, reports currently selling their products online 

only. 

• 5 of 12 participants (41.7%), DeDo, EmKi, JiBl, TrBu, and AnMo report 

currently selling products both online and in shops/boutiques. 

• 3 of 12 participants (25%), KaSe, JeBr, and ChPe, report currently selling their 

products online, shops/boutiques, in craft shows and via word of mouth. 

• 2 of 12 participants (16.7%), LFOP and ClMi, both needed to put the current state 

of their businesses in their own words.  

o LFOP report currently selling their products online, in shops/boutiques, in 

annual craft shows and in art shows; no other participant reported having a 

foothold in any sort of fine art setting.  

o ClMi reports that she is ready to expand her business but is not sure how to do 

so with no capital and limited time available due to her having two small 

children. 
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What percentage of your annual income derives from the sale of your handmade wares?  

• 2 of 12 participants (16.7%), MeDe and ChPe, report making less that 25% of 

their income through their business. 

o 1 of these 2 is the one that quit.  

• 2 of 12 participants (16.7%), DeDo and JiBl, report earning between 25-50% of 

their total income through their business. 

• 3 of 12 participants (25%), LFOP, TrBu, and JeBr, report earning between 50-

75% of their total income through their business. 

• 5 of 12 participants (16.7%), KaSe, EmKi, ClMi, SaNe, and AnMo report earning 

between 75-100% of their total income through their business. 

 

Individual Scenarios: 

Scenario A:  Corporate-world-eschewing art school grad 

• 8 of 12 participants (66.7%), chose Scenario A; these participants are LFOP, 

JiBl, ClMi, SaNe, MeDe, TrBu, ChPe, and JeBr.  

 

What sort of collegiate art experience did you choose (dedicated art school like RISD or 

fine arts major in a regular liberal arts college, etc.)? 

• 3 of 8 (37.5%), JiBl, SaNe (for graduate school), and JeBr, chose a dedicated art 

school.  

o In text elaboration, JiBl mentions choosing this to “avoid the real world as 

much as possible [I have 3 degrees].” 

o In text elaboration, SaNe states that she chose this method for the teachers. 
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o In text elaboration, JeBr tells us that she chose this method for the opportunity 

“to be challenged in a structured and professional way, surrounded by others 

who also prioritized making, creativity, and innovation.”  

• 5 of 8 (62.5%), LFOP, ClMi, SaNe (for undergraduate), MeDe, and TrBu, 

reported choosing to be an art major at a larger university (SaNe did this for 

undergrad and then dedicated art school for MFA; I checked 2 boxes for her). 

o LFOP shares that they chose this route because “we both wanted to study 

printmaking; the University of Wisconsin-Madison is ranked number one in 

the nation for printmaking.”  They were also concerned with the ideas that 

they “wanted their degrees to be worth something even if we didn’t pursue art 

as a career.” 

o ClMi mentions economic considerations being the deciding factor as the 

University was more affordable than private art schools.  

o 2 of 5, TrBu and MeDe, misunderstood the question and provided rationale 

for why they majored in art.   

• 1 of 8 (12.5%), ChPe, went to a liberal arts academy where she majored in 

English Lit/Creative Writing as she felt she didn’t “fit in” with the art program.  

She was just 2 classes short of a minor in art.  She also chose this path as “my 

parents are big supporters of a liberal arts education.” 

 

Which of the following factors prompted you to study art formally in college? Please 

mark all that apply and feel free to elaborate in your own words below. 

• 7 of 8 (87.5%), LFOP, ClMi, SaNe, MeDe, TrBu, ChPe, and JeBr, reported being 

prompted to study art by raw talent. 
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• 1 of 8 (12.5%), SaNe, reported being prompted to study art by high school art 

experiences. 

• 0 of 8 reported being prompted to study art by middle school art experiences. 

• 4 of 8 (50%), LFOP, MeDe, TrBu, and JeBr, reported being prompted to study art 

by elementary art experiences. 

• 4 of 8 (50%), SaNe, MeDe, TrBu, and JeBr, reported being prompted to study art 

by family’s encouragement. 

• 3 of 8 (37.5%), ClMi, SaNe, and JeBr, reported being prompted to study art 

because they can’t live without art. 

• 4 of 8 (50%), LFOP, JiBl, MeDe, and TrBu, reported being prompted to study art 

because there was no other subject they wanted to study. 

• 1 of 8 (12.5%), ClMi, reported being prompted to study art by their desire to be a 

famous artist. 

• 7 of 8 provided text elaborations on their assorted choices: 

o 2 of 8 (25%), LFOP and JiBl, reported being actively discouraged by friends 

and family from pursuing art in college. 

o 4 of 8 (50%), JiBl, ClMi, SaNe, and JeBr discuss how art had always been a 

part of their lives. 

§ JiBl reports that for her art is “what I do, like breathing.” 

§ SaNe had always made things throughout her upbringing, but only 

realized in high school that art could be a career path.  

§ JeBr discussed her dislike of the word “talent,” as she stated, “I had a 

natural aptitude, and I loved practicing drawing.  Honing that skill enabled 

me to translate that ability to facility with other processes and techniques.”    
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§ ClMi mentions how turning their art into a business was a “natural step” 

since she had been making things their whole life.  She had tried the fine 

art path via galleries and found it “too emotionally crushing.”  

o In text elaboration, 2 of 8 (25%), ChPe and MeDe, report just loving art; 

MeDe adds literature to this also, stating that there were simply no other 

subjects she wanted to study.   

 

To what extent do you attribute your decision to pursue formal art education to your K-12 

art education experiences? 

• 2 of 8 (25%), LFOP and JeBr, reported their K-12 experiences as having heavily 

influenced their decisions to pursue formal art education. 

• 1 of 8 (12.5%), MeDe, reported her K-12 experiences as having only somewhat 

influenced her decision to pursue formal art education. 

• 4 of 8 (50%), JiBl, ClMi, SaNe, and ChPe, reported their K-12 experiences as 

being but one of many factors influencing their decisions. 

• 1 of 8 (12.5%), TrBu, reported her K-12 experiences as not having any influenced 

on her decision to pursue formal art education. 

• 6 of 8 (75%) offered text elaborations:  

o In text elaboration, 4 of these 6 (66.7%), LFOP, ClMi, ChPe and JeBr, each 

mention the positive effects of K-12 art on their later artistic pursuits. 

§ LFOP mentioned that they feel lucky to have had a wealth of art classes in 

high school. 

§ SaNe mentioned the positive reception in school art shows and other 

venues, such as local art fairs. 
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§ ChPe mentioned that she had always been interested in art, and that her 

mother’s creativity, but noted that it was “LOVE for my elementary art 

teacher definitely sparked an early commitment and my high school art 

teacher was VERY encouraging!”  

§ JeBr mentions experiencing the “most freedoms and rewards” in art 

classes. 

o In text elaboration, 2 of 6 (33.3%), ClMi and MeDe, mention the fact that they 

had to turn to art lessons outside of school as their school did not have 

much/any art. Both ladies emphasize the effects of these lessons on their 

educational outcomes.   

 

In your collegiate art experience, was there any available career management training, 

such as resume building and interviewing skills and/or any available business or 

entrepreneurial training, such as classes or seminars for the basic how-to’s of starting an 

art business? 

• 7 of 8 (87.5%), LFOP, JiBl, ClMi, SaNe, MeDe, TrBu, and ChPe reported no to 

both questions 

o In text elaboration, TrBu noted this lack was a very “lame” part of her 

program that has hopefully been changed. 

o In text elaboration, SaNe noted that while these sorts of resources were not 

available formally, professors were available for after-hours advice.  

• 1 of 8 (12.5%), JeBr, reported yes to both questions, 

o In text elaboration, JeBr reports that RISD offered an extensive series of free 

seminars/lectures about portfolio development and business concerns, as well 

as providing “great listings of job opportunities and internships.   
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What sort of exposure did you have to traditional craft mediums and techniques in your 

collegiate art experience? In your K-12 art education experience?  (Long text answers.)  

• 3 of 8 (37.5%), JiBl, ClMi, and SaNe, mention seeking out craft mediums on their 

own and/or teaching themselves these mediums instead of relying solely on what 

was formally taught.  

• 3 of 8 (37.5%), JiBl, MeDe, and JeBr, mention craft mediums being taught in the 

home.  

• 5 of 8 (62.5%), ClMi, SaNe, MeDe, ChPe, and JeBr, mention experiencing craft 

mediums in K-12, although to varying degrees, and some certainly received more 

than others. 

o ChPe reported that it was “more art than craft but definitely a mix of both.”  

o ClMi opined that while she learned craft mediums in K-12 “none of the 

mediums were really presented in a way that was tantalizing…I wasn’t 

inspired by a project where the whole class made the same mug.”  

o MeDe stated that crafts were only taught in school when she was very young. 

o SaNe mentioned that there was many exposures to craft mediums in K-12 

with relatively few similar opportunities in college. 

o JeBr shared that she had numerous craft exposures in K-12, “like firing 

ceramics in second grade, but I had maybe even more in the home.” 

• 4 of 8 (50%), ClMi, SaNe, TrBu, and JeBr report learning craft mediums in 

college. 

o JeBr did not mention it here, but I know from other answers that she took 

glass classes in college. 

o TrBu went to the School of American Craft, but laments the lack of textiles 

training available there. 
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o SaNe mentions having taught herself to make paper while in college. 

o ClMi reports having taken some ceramics and textile classes while in college.  

• 2 of 8 (25%), LFOP and ChPe, report having been taught almost none in the way 

of traditional craft mediums throughout their schooling, as both of these 

participants actually focused on printmaking.   

 

If you had to choose a label, would you call yourself an “artist,” a “crafter,” 

“craftsperson,” “designer,” or a “maker,” and why? 

• In text analysis, the word “artist” dominates the following answers, followed in 

popularity by “crafter,” “designer,” “maker,” and “artisan,” in decreasing order.  

The label “human” seems to have also found some popularity, although it was not 

an option included in the question.  

• 1 of 8 (12.5%), SaNe, stated that she chooses all of the above. 

o This highlights the ambiguity of the terms and to a certain extent, their 

interchangeability.   

• 2 of 8 (25%) chose the term designer, although LFOP reports using artist and 

designer interchangeably, while JiBl cites her practicality as preventing her from 

being labeled as anything else.   

o LFOP mentioned that in some professional contexts it would be inappropriate 

to refer to themselves as “artists.”   

• 3 of 8 (37.5%), ClMi, TrBu, & ChPe, mention swinging back and forth between 

“artist” and “crafter.” 

o Both ClMi and ChPe expressed not always being comfortable with the 

“crafter” term as for some people it evokes the lowest denominator form of 

crafts, such as pipe cleaners and doilies.    
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o ClMi feels that “crafter” is somehow stuck in the past despite the “revolution 

in the craft world.” 

o ChPe also mentions that she feels like she’s “becoming more of a designer,” 

but is not ready to totally claim the title.  She also likes the title of “maker” 

but is not sure how many people outside of the art/craft world would actually 

totally know what that means.   

o TrBu is fine with being either “artist” or “crafter” but uses the word “artisan” 

as it feels “somewhere in between.”  

• 1 of 8 (12.5%), MeDe seemed to find discomfort with the whole labeling 

convention, preferring instead to say that she’s a “human being who likes to make 

things” as this makes it “more accessible/approachable” to the outside world.  She 

feels that “when you put a label on yourself it sets you apart from everyone else 

and makes what you do as ‘other,’ and it doesn’t have an ‘other’ place in my life.”   

• 1 of 8 (12.5%), JeBr was the only one totally comfortable claiming the “maker” 

title outright.  She finds it to be the “most neutral and accessible label” while 

allowing her to sidestep “this ‘art vs. craft’ poppycock.”   

 

Scenario B:  Laid off corporate drone turned online craft diva 

2 of 12 participants (16.7%), DeDo and EmKi, chose Scenario B.  

 

If you had never been laid off, do you think you ever would have started your business? 

• EmKi reported no; DeDo skipped answering but supplied text elaboration, telling 

that she actually quit in order to start her business. Although she reported yes, 

EmKi reported in text elaboration that she opened her business after quitting her 

PhD program in Environmental Toxicology. However, without quitting school, 
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she wouldn’t have “had the time to develop [her] skills” and it’s likely her 

craftiness would have remained a hobby.   

 

Before you were involved in the selling of your handmade goods, which of the following 

perceptions did you have about the people who were participating in that world? Please 

check all that apply, even if they contradict each other. 

• 2 of 2 (100%), EmKi and DeDo, chose “enterprising go-getters.” 

• 1 of 2 (50%), EmKi chose “people chasing down pipe dreams–they think they can 

make a living knitting?! Yeah right.” 

• 0 of 2 chose “women who have it all, a business, creativity, a family, time at 

home–a dream come true!” 

• 0 of 2 chose “bad feminists, resorting to a traditional women-based cottage 

industry who have the ability to rely on their spouses’ incomes if their attempt at 

entrepreneurship fails.” 

• 0 of 2 chose “resourceful entrepreneurs.” 

• 1 of 2(50%), DeDo chose “sloppy entrepreneurs who aren’t being properly 

remunerated for their handmade goods.” 

o In text elaboration, DeDo shared that “it just didn’t occur to [her]” to become 

an entrepreneur, since the ingrained expectation (pre-recession) was to just go 

get a job.  

o In text elaboration, EmKi shared that she was “star struck” by the sort of 

entrepreneurs that made a living selling their handmade wares, and she 

“wondered if it was really possible and how they were able to manage.” 
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How much did your work experience in the business/corporate world help with starting to 

sell your art/crafts? 

• DeDo chose “some–I’ve used some things I learned on the job, but lots of my job 

training doesn’t apply.” 

• EmKi chose “a lot–I’m so happy I have that background.” 

 

What sort of training did your background in the business/corporate world give you for 

running your own art/craft entrepreneurship? Please check all that apply. 

• DeDo chose financial management skills, administrative/clerical skills and other 

skills. 

o DeDo elaborated in text that her previous job was a marketing position for the 

kind of store that she now sells to, so she actually gained very valuable insight 

into the buying process and what storeowners look for in a vendor. 

• EmKi chose other skills, elaborating that her science background enabled her with 

excellent critical thinking skills.  

 

Art Education Background 

Did you ever take any formal art classes in school, at any grade level? 

• Both DeDo and EmKi had formal art classes in their schooling.   

o DeDo had art education in both high school and college, as well as some 

additional classes in an art school and private training with a bookbinder. 

o EmKi had art classes all through school through 8th grade, but she only took 

one art class in high school. 
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If you answered yes to the previous question, do you feel like that formal art education 

gave you any skills – artistic or otherwise – that have been helpful or beneficial to your 

art/craft business? 

• Neither participant answered, skipping the question.  

o DeDo seems to think so though as her story of her business’ beginnings 

includes the description of how she learned to make books in high school.  

 

Scenario C:  Soccer Mom by day, Craft Entrepreneur by night 

1 of 12 (8.3%), KaSe, chose Scenario C. 

• KaSe reports having a job before parenthood.  

• However, she doesn’t feel as though that job provided any training that she 

currently uses other than an “intensely self punishing work ethic.” 

• KaSe reports that she has taken formal art education, but didn’t answer in which 

grades she received said art education.  However, in her telling of how she got 

started as a craft entrepreneur, she revealed that she had gone to art school for 

college.   

 

Scenario D:  Craft World, here I come!!! 

1 of 12 (8.3%), AnMo, chose Scenario D. 

 

What was the catalyst that prompted you to pursue the online world of selling handmade 

products? 

• AnMo shared that a “desire to ‘do [her] own thing’” coupled with boredom and 

dissatisfaction with her architecture career motivated her into her business. 
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How did you decide what craft product to make and sell in your shop? Please check all 

that apply. 

• AnMo chose “other,” elaborating in text that while she loved seeing what other 

crafters were doing, she wanted to make something that would stand out from the 

norm and be very difficult to copy.  When it occurred to her that she should make 

shoes, she knew it was good fit as she had always had an “affinity for footwear.” 

After a year and a half of prototyping and experimenting with durability, she was 

ready to start selling.  

 

If you had a previous job/career before beginning your current creative entrepreneurial 

enterprise, what sort of training or preparation did your previous work experience give 

you for running your own entrepreneurship? Please select all that apply. 

• AnMo answered with administrative/clerical skills, technological savvy, and other 

skills.  

o In text elaboration, her other skills include those that are essential to her shoe 

making:  drawing and designing, sourcing, project management, 3D modeling, 

and engineering skills.  

 

Art Education Background 

• AnMo reports that she had formal art education all throughout her schooling, 

elementary through high school, including some in college.  

• AnMo reports that she feels that her art education did give her beneficial skills 

that have been helpful to her business.  

o In text elaboration, she disclosed that she daily uses the wide variety of art and 

craft skills acquired through this education.  In fact, she said, “It kind of made 
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me TOO ‘DIY’ in that I really need help to grow my business, but few people 

have the wide range of skills that I do from all my years of education.”   
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Appendix E:  Text Clouds 

In the text analysis of long response questions, I found word clouds produced 

using Wordle.com to be extremely useful in helping me to quickly visually identify the 

most commonly recurring ideas.  They also add an aesthetically pleasing element to the 

process of analysis.  Here is a sample of my favorite word clouds.   

	  

Word Cloud for responses to “Here’s your chance to tell me your own individual story of 

becoming a creative entrepreneur:  If the preceding scenario didn’t exactly describe your 

journey towards entrepreneurialism, how and when did you decide to turn your art/craft 

making into a business? What was your path towards entrepreneurialism?”  
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Word cloud created from responses to: “Was there another form of art education that you 

experienced somewhere in your life that helped to shape your future as an 

artist/crafter/maker?  These may be been art lessons you may have had in summer camp, 

through Girl/Boy Scouts, or something you learned how to make from a family member.  

Please name the sort of art experience and how much it influenced your formation into 

the creative person you are today.” 
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Word cloud created from response to: “Please describe in your own words what art 

education means to you.” 
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Word cloud created from responses to: “If you could add one thing to either K-12 or 

collegiate art education, what would it be?  What else would you add?  What would you 

delete?” 
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Word cloud created from responses to: “If you had to choose a label, would you call 

yourself an “artist,” a “crafter,” “craftsperson,” “designer,” or a “maker,” and why?” 
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