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Craft education in Finland is, in many aspects, in 
a state of change. This concerns the independ-
ent position of craft as a school subject, the 
content of the compulsory craft courses contain-
ing textiles and technical work, the implementa-
tion of the new concept of a holistic craft process 
in the National Core Curriculum and so on. This 
bears relevance to the question of how craft 
should be taught at school.

This article explores the ways in which teach-
ers can strengthen the relevance and meaning-
fulness of craft education at school. Teachers are 
challenged to provide more authentic instruc-
tional contexts and activities beyond the tradi-
tional curriculum in order to address successful 
living in today’s society. One solution is to contex-
tualise this teaching with the help of pedagogical 
models that realise the concept of holistic craft. 
The pedagogical models discussed in this article 
are based on curriculum publications, materials 
in print and research by other scholars.
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Challenges for Craft Education in Finland 
Since the founding of the Finnish school system in 
1866, craft has had an established presence that 
has been separate from art. First, the inclusion of 
craft in the curriculum was mostly due to practical 
reasons: it was both important and valued that 
people were able to prepare those tools and arte-
facts needed in daily life. After industrialisation, 
craft teaching was rooted in learning the skills 
believed necessary for the success of a nation 
state (Garber 2002, 139). In today’s technologically 
advanced urban society, handicrafts are no longer 
valued the same way. According to Mason et al. 
(1998, 21), the strong tradition of handicraft educa-
tion in general education is being reassessed. 

Nowadays, craft is a combined compulsory 
subject for all pupils in the National Core Curricu-
lum for Basic Education. It comprises textiles and 
technical work. From the fifth to the ninth grade, 
pupils may be given the opportunity to concen-
trate on either textiles or technical work. However, 
even in this case the pupils must be provided 
with contents from the non-chosen craft subject. 
Several teachers have indicated that combining 
the crafts into one subject has resulted in the 
expectation that the pupils must become compe-
tent in too many skills.

The National Core Curriculum does not give instruc-
tions for pedagogical models, the prepared handi-
crafts or for the materials and techniques to be 
used. The teaching should strive towards a holistic 
craft process from the first grade (Fnbe 2004, 242). 
The objectives are given at a general level and they 
provide teachers with flexible operational possibili-
ties. The reverse side of this broad formulation may 
be the risk of teachers trying to include all objec-
tives and contents into every single course. Also, 
the concept of a holistic craft process has been 
proven to be difficult to concretise. 

Garber (2002, 133) and Karppinen (2008, 88) 
state that craft in education is important, but 
there is debate about the appropriate teaching 
methods. Teachers are pressed to extend teach-
ing and learning in order to prepare more diverse 
pupils for the challenges of working life and life 
beyond school. Bereiter & Scardamalia (2003, 55) 
remind us that we must respect the demands of 
society that the schools turn out people who, in 
addition to being proficient in the basic skills, are 
prepared to learn new things, collaborate in the 
solving of new problems and produce innova-
tions in areas that presently may not even exist. 
Sawyer (2004, 18) insists that the traditional 
implementation of a curriculum with scripted 
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Figure 1 
These nature-
inspired, hand-
printed textiles by 
Anneli Keinonen 
received The 
National Skill Award 
(Taito-palkinto) and 
earned her the title of 
‘The Finnish Craft 
Maker of the Year in 
2004’. Photo: Anneli 
Keinonen (www.
annelikeinonen.fi).

Figure 2 
Design craft: Kettle 
holder is sold at the 
Taito Shop, a chain of 
stores specialising in 
Finnish craft makers’ 
works. (www.
taitoshop.fi).
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instruction emphasises lower-order skills, the 
teaching of which does not rely on teachers’ crea-
tive potential or their expertise on subject matter. 
This is why teachers are challenged to provide 
more authentic instructional contexts and activi-
ties beyond the traditional curriculum (Paris & 
Winograd 2001, 3). Teaching and learning in craft 
is often close to learning-by-doing, but it could be 
more effective and authentic to learn in doing (cf. 
Lombardi & Oblinger 2007, 2).

This article explores the ways teachers can 
strengthen the relevance and meaningfulness of 
craft by contextualising the learning. As the 
instructional-design theories (Reigeluth 1999a) 
point out, this is achieved by providing direct 
guidance to practitioners with respect to which 
methods best attain the given goals. This article 
elaborates the task of contextualising, by first 
defining the concepts of holistic craft and ordi-
nary craft, in order to help teachers to compre-
hend the concept of the holistic craft process 
mentioned in the National Core Curriculum. Then 
pedagogical models are constructed to better 
attain the challenging goals laid down for craft 
education at school.

Defining concepts; holistic craft and  
ordinary craft
The National Core Curriculum in Finnish compre-
hensive schools introduces the concept of holis-
tic craft process. This concept refers to the 
designing and manufacturing process of handi-
craft and the role of the maker in that process. In 
a holistic craft process, all the phases are 
conducted by the same person, either on his or 
her own or in a group. The maker is in charge of 
the ideas, the designing, the preparing and finally 
the assessment of the artefact and the produc-
tion process. The concept of a holistic craft proc-
ess is often referred to simply as holistic craft 
(Kojonkoski-Rännäli 1998, 92). Holistic craft 
comprises all the phases of the craft process, so 
that if some phase is left out it becomes ordinary 
craft. Ordinary, reproductive craft is craft without 
the maker affecting the designing phase. Here 
the maker uses a ready-made design that 
contains the aesthetic or technical qualities of the 
artefact (copying from a model) or a series of 
technical solutions (using instructions) (Pöllänen 
& Kröger 2004, 161). Ordinary craft can also be a 
process in which the maker reproduces a previ-
ously learned model or technique.

The holistic craft process begins with brain-
storming for ideas. Previous skills, experiences and 
various stimuli make up the basis for the pupil’s 
problem-solving activities (cf. Lindfors 1999, 33–9). 
The teacher’s role is to activate the pupils with a 
meaningful task or theme and direct their motiva-
tion. A beginner needs a conception of what he or 
she is getting into – there is a need for images, 
drawings or examples of completed handicrafts, a 
sense of the techniques, materials and tools 
needed to support the activity. In this activating 
stage, ideas can be created with the help of visual 
or written material, memories, field trips and visits, 
as well as nature (see Figure 1) and built heritage. 
Music and art, tradition or visions of the future, 
design craft (see Figure 2) and industrial design 
may also act as sources for ideas. This phase can 
be built-up through sensory experiences, like 
music, smells and scents. It is also possible to use 
different creative techniques to stimulate ideas. 
These ideas can be concretised with the help of 
sketches and compositionmethods and the design 
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can be brought to life by, for instance, experiment-
ing with the possibilities of the materials or by 
making a model or a prototype. 

The next phase, which is the designing stage 
of the holistic craft process, can be considered as 
a transformation during witch the inner ideas are 
given a symbolic form, and are concretised and 
documented (cf. Lindfors 1999, 33–9). Visual and 
technical designing help to raise the best quali-
ties of the product with respect to its aesthetic 
and functional values. The aim is that the artefact 
is aesthetically pleasing, functions well and is 
feasible with respect to the pupil’s skills, available 
time, materials, tools and costs. In this phase, a 
beginner needs stimuli and advice as well as 
support and feedback to guide the design proc-
ess. This becomes easier and more concrete 
with the pupil’s or the group’s previous knowl-
edge of the topic and craft-related skills.  
Seitamaa-Hakkarainen (2000, 170) notes that 
external design information, like design 
constraints, is needed at the beginning of the 
design process. The constraints create a feeling 
of safety and release energy for the creative proc-
ess itself. However, since the nature of the 
designing process is the central learning objec-
tive of this phase, the constraints must encour-
age the process. 

The designing phase also involves knowledge 
retrieval, for which it is possible to use various 
sources of information, experts and excursions. 
Visual design can be supported with exercises 
concerning aesthetic qualities, composition, and 
use of colours and sketching. Manufacturing-
related technical design can be aided with exer-
cises that support three-dimensional apprehen-
sion, like prototype or model-making and 
technical experiments. With beginners, the 
teacher can also use concrete examples of details 
and working stages, simulative games or half-
solved or hint-containing working plans. Because 
design must be meaningful, it must take into 
account the way it fulfils its purpose in its function 
(see Papanek 1995).

Technical and visual design is considered to 
be the most essential phase in holistic craft. It 
includes information retrieval, making experi-
ments, solving problems, evaluating solutions 

and the possible outcome, which all reflects 
personal and group working processes and 
balances the outcome against the resources 
available. It is only at the end of the design phase 
that a pupil has a visual and technical plan to 
support the realisation stage (Pöllänen & Kröger 
2004, 163). Visualisation is important for the 
design process, since it can assist in problem-
solving and the handling of a huge amount of 
information (Seitamaa-Hakkarainen 2000, 172). 
Thus, the design process is non-linear and time 
consuming, and is, therefore, felt as a challenge 
for the teachers to plan.

In the next phase, the pupils realise  
(cf. Lindfors 1999, 33–9) and evaluate their design. 
Many pupils feel that only the realisation phase is 
the actual making of the product, a fact that calls 
for extra patience for the previous phases. This 
artefact preparation stage is about realising the 
design and revising previous knowledge and 
skills so that the new things learned during the 
process become attached to the existing body of 
knowledge. Since the holistic craft process 
consists of various problem-solving tasks, the 
technical and visual design of the artefact can still 
change in the realisation phase, due to learning. 

The last stage of the holistic craft process is 
assessment, the central part of which consists of 
visualisation, articulation and reflection. Assessing 
the artefact and the production process, as well as 
reflecting upon metacognitive skills are all part of 
this phase. Sketches and notes can support the 
reflection and assessment discussion with other 
participants (Seitamaa-Hakkarainen 2000, 172). It 
is also possible to extend the discussion beyond 
the classroom into international channels. The 
realised product, its quality and completion, is only 
a part of the evaluation. Instead, the assessment 
returns to the previous phases of the process, all 
the way back to the visual and technical design 
and the idea phase. In order to enhance creativity, 
it is essential to learn of one’s strengths and weak-
nesses, find ways to utilise the strengths and to 
mitigate or work around the weaknesses (Nicker-
son 2004, 417). The task of the teacher is to guide 
the assessment and reflection towards the differ-
ent phases of the holistic craft process. In the 
context of reflection, there is often talk about guid-
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Figure 3 
Wooden kettle 
holders were the first 
handicrafts made by 
these third-graders 
in a technical 
workshop class. 
Photo: Käspaikka 
(www.kaspaikka.fi).
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ing the pupil from instrumental and practical reflec-
tion towards critical self-awareness. In the school 
context, however, this means, in practice, that the 
pupil moves to different levels of reflection along 
the learning process (Zeichner 1994, 13). Contex-
tual teaching in craft and teacher support the 
pupils’ development of self-regulation by meta-
cognitive discussions and self-assessments (see 
Paris & Winograd 2001, 1). 

Pedagogical models for learning craft  
at school

Craft as product-making 
Craft as product-making emphasises the product 
made by one’s own hand by obeying ready-made 
models and instructions. Here the teaching follows 
the lines of ordinary craft. The teacher’s demon-
stration, completed handicrafts, instructions from 
craft magazines or books, photographs and draw-
ings can all act as models. The technique or mate-
rial to be used, or in some cases even both, can be 
predefined. The work proceeds according to the 
outline given by teaching or written instructions in 
such a way that the pupil knows following the 
instructions will lead to completing the product. 
When the pupils are guided in design, it mostly 

focuses on varying the technical or visual details of 
the product, such as technical alternatives, size, 
shape or colours (see Figure 3) (Pöllänen & Kröger 
2004, 161; Garber 2002, 141).

Making by hand is a basis for human activity 
(Kojonkoski-Rännäli 1998, 119; Karppinen 2008, 
86), and maintaining an emphasis on making by 
hand is still relevant for improving psychomotor 
skills (Romiszowski 1999, 479). Pupils are moti-
vated to make products that are meaningful to 
them or are to be gifts for their loved ones (John-
son & Wilson 2005, 127). Being skilful and knowl-
edgeable about basic techniques, materials and 
tools provides one with the capability to transfer 
that knowledge into learning more challenging 
skills and later on into working life or leisure. 
(Romiszowski 1999, 460). Psychomotor skills are 
emphasised in studio craft (Dormer 1997, 15) but 
also in many different kinds of specialist labour 
(Romiszowski 1999, 460). Working with one’s 
hands acts as a broad educational tool because 
of its ability to strengthen such skills as concen-
tration, self-confidence, patience and conscien-
tiousness.

As a pedagogical model, craft as product-
making is based on instruction. Here teaching 
proceeds according to the inner logic of the 
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subject, and the contents are sequenced and 
arranged into episodes (Reigeluth 1999b, 427). 
Providing opportunities for practice can help to 
understand and internalise the subject matter. 
Clearly defined goals, modelling and the provision 
of knowledge in a structured manner in order to 
develop the skill: all support achieving lower order 
skill control (Romiszowski 1999, 468–9). Transfer 
from what has already been learned and auto-
matic procedures based on practice and instruc-
tions can encourage independent work. There is 
still a need for feedback, the development of the 
inner-self, as well as psychological conditioning in 
order to guide the pupil towards assessing the 
quality of the product and increasing the pupil’s 
evaluation skills (Romiszowski 1999, 473). 

Providing information or skills as a ready pack-
age may lead to the pupil taking a passive role in 
the learning process. In order to achieve empow-
erment and a sense of ownership, it is necessary 
to activate the pupil. Moving from simple, 
mechanical imitation to reflective imitation 
requires that the teacher gives explanations, 
advice and feedback, corrects mistakes and asks 
questions, while modelling knowledge, skills and 
the working process (Schön 1987, 118). Self-
regulation can also be promoted and taught indi-
rectly by modelling and explicit instruction, as 
well as through directed reflection (Paris & 
Winograd 2001, 12). 

The instruction in the product-making model 
of craft may only be about appearance, a closer 
look actually shows it to be a pupil-centred 
approach. This shows that the tasks are chosen 
to meet the educational needs and capabilities of 
the pupil. Attention is also paid to the learning 
process and to turning the learning situation into 
a positive, resource-building experience.

Craft as skill and knowledge building
It is possible to extend ordinary craft from a model-
based product preparation into building skills and 
knowledge (cf. Bereiter & Scardamalia 2003, 62). 
Craft skills and related knowledge building occupy 
a central place. Thus, we can talk about extending 
basic skills (see Figure 4). Craft, as skill and knowl-
edge building, refers to craft where the starting 
point may be a specific form of craft that includes 

the technique, material and tradition aspects 
(Pöllänen & Kröger 2004, 166). This kind of peda-
gogical model can provide a context for craft 
education in order to take into account the cultural 
traditions and heritage that, for example, Garber 
(2002, 143) has been calling for. 

Design and refinement are based on knowl-
edge building, but are supported by linking the 
skill acquisition to technique, materials and tradi-
tion. The pupil is assisted to discover the possi-
bilities provided by technique and tradition 
(Pöllänen & Kröger 2004, 166). Therefore, this kind 
of craft is not only the learning of skills for realisa-
tion. Skill and knowledge building makes the 
pupil encounter problems in need of solutions 
and gives rise to ideas that benefit product design 
and refinement (cf. Bereiter & Scardamalia 2003, 
63). The end results of the activity are applications 
based on learning and re-designing (see Figure 
5). The assessment stresses skill and knowledge 
building, control of the skill, exploration of its 
possibilities and individual work. 

Craft as skill and knowledge building can be 
located in the middle ground between holistic 
and ordinary craft. It can be directed towards 
holistic craft by emphasising the design and 
refinement work (see Figure 6). The goal is to 
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Figure 4 
A third-grader’s 
example of applying 
the silk painting 
technique after 
learning the basics. 
Photo: Sirpa Leimio
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Figure 5 
Turning a woolen 
sock into a mascot 
fox shows the 
improvement of 
knowledge and skills 
related to knitting. 
Photos: Outi Sipilä

Figure 6 
Wooden chair 
refurbished with 
fabric, glue and 
varnish. Photo: 
Etelä-Pohjanmaan 
käsi- ja taideteol-
lisuus ry.
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identify the frontier of the skill and knowledge, 
and to judge what constitutes progress. Pupils 
need to learn to carry this out by themselves, 
independently of the teacher or books (Bereiter & 
Scardamalia 2003, 62). However, the teacher still 
needs to first guide the pupil to appreciate the 
traditional and new application areas and to refine 
possible techniques and materials. To create flow 
experiences, the teacher must match the task to 
the pupil’s skills. 

Craft as design and problem-solving
Pupils are motivated by real-world problems. 
Learning and the learning environment can be 
constructed as an authentic learning experience 
in which the main object is to design, solve multi-
disciplinary complex problems and to prepare an 
artefact, for instance, in a user-focused way 
(Lombardi & Oblinger 2007, 2). The central learn-
ing objective apart from designing basic skills is to 
solve a design task or problem (see Figure 6). Craft 
as design and problem-solving is achieved by 
addressing a real-world design challenge such as 
in the lower grades having to design a self-made 
toy that is functional by the standards of usability, 
and technical and aesthetic qualities, and in the 
upper grades to build and furnish a house. Open 

and complex tasks are often experienced as 
personally rewarding and cognitively challenging 
learning situations (Bruer 1997, 72). To address a 
challenge, the pupils develop designs, build proto-
types, gather performance data and use other 
resources to provide justification for refinement of 
their designs. They iteratively investigate, rede-
sign, test, and analyse their ideas, and finally make 
the product. They articulate their understanding of 
concepts, first in terms of the concrete artefact 
which they have designed and made themselves, 
then in transfer to similar artefacts or situations, 
and finally to abstract principles of science (Bere-
iter & Scardamalia 2003, 59). Approaches that 
focus on such kinds of tasks often include, for 
example, problem-based learning, goal-based 
scenarios, cognitive apprenticeship and collabo-
rative problem solving (Rule 2006, 1; Bereiter & 
Scardamalia 2003, 60). 

Craft as design and problem-solving includes 
sustained investigation, using multiple sources 
and theoretical and practical perspectives, collab-
oration with other pupils and experts, authentic 
assessment and reflection (see Figure 7). Design 
and problem-solving as an authentic activity have 
consequences that extend beyond a particular 
school subject or content, this encourage pupils 
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to adopt diverse roles and to think in interdiscipli-
nary terms (Lombardi & Oblinger 2007, 2–3)

After defining the design task the process 
encompasses all the phases of the holistic craft 
process. The design problem must be relevant to 
a personal frame of reference and be open-ended 
(Rule 2006, 3). The idea phase and problem analy-
sis can benefit from, for example, brain-storming, 
the use of analogies and metaphors, breaking 
problems down to manageable parts, morpho-
logical synthesis or a relevance tree (Nickerson 
2004, 404). Sketching can also bring about new 
associations and ideas. Design constraints, such 
as the user and the purpose of use and resources, 
can be already defined in the design task; others, 
related to issues like product qualities, use, main-
tenance and finishing are specified as the design 
proceeds (Seitamaa-Hakkarainen 2000, 123). 
When the design problems have been articu-
lated, the pupils begin to define the type of knowl-
edge and techniques required for the task. Litera-
ture, experimentation and studying completed 
handicrafts or examples aid this phase (Pöllänen 
& Kröger 2004, 167). The actual artefact can be 
realised from various materials and with different 
textiles or technical work techniques. 

The knowledge needed in design is context 
embedded, formulated through searching and 
testing as a group effort, as well as individually. In 
many phases, the preparation also entails testing. 
As the question is about becoming intimate with 
the design process and, thereafter, preparing a 
new product, of which the pupil has no previous 
experience, the intent with the design problems is 
to motivate inquiry regarding the underlying 
science, not only the knowledge of materials, 

methods and tools. Since the design evolves and 
improves during the whole process, the teaching 
proceeds in a pupil-centred way and through 
collaboration, by using participatory methods 
(Rule 2006, 6). The teacher guides the pupils 
towards self-motivated information retrieval and 
assessment. Instead of routine skills, the teaching 
aims at helping the pupils to learn problem-solving 
skills and the general principles of encouraging 
confidence and a willingness to take risks (Nicker-
son 2004, 413). If needed, the teacher can help by 
directing the learner’s attention towards the essen-
tial issues, clarifying obscure bits, widening the 
perspectives, giving hints, presenting alternative 
solutions or by asking explanation-directed ques-
tions (see Shuell 1996; Bruer 1997, 73). When 
modelling or assisting the pupil to find different 
solutions, the teacher can make the basis of his or 
her choices and actions visible by thinking aloud. 
This gives the pupils a model of the teacher’s 
procedures and metacognitions (Bruer 1997, 21; 
Van Oers 1998, 482). 

Rogoff et al. (1993) talk about guided participa-
tion through bridging existing and new knowl-
edge so that the pupils are provided with support 
and structure when working. Essential in the 
guided participation process is the experience of 
facing challenges and solving problems together, 
as well as gradually shifting the responsibility for 
the task at hand over to the learners. This kind of 
approach calls for teachers’ creative potential and 
subject matter expertise (Sawyer 2004, 18). Both 
the atmosphere and assessment must be 
supportive, since the insecurity of the situation 
and the vagueness of the solutions present the 
pupils with a challenging experience. 
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Figure 7  
Reflecting upon toys 
made by a multi- 
aged group of 
students. Photo: 
Kaipolan koulu, 
Sulkava (www.
kaipolankyla.net/
koulu).

Figure 8  
Hand-made 
accessories and 
objects complement-
ing the process of 
getting into a live 
action role-play 
character are crafts 
of self-expression. 
The photo depicts 
crafts made as part 
of the live action 
role-play prepara-
tions of Satakielen 
klaani in Finland. 
Photo: Outi Sipilä.
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Figure 9  
Waste material given 
new life by Johanna. 
The idea behind the 
lamp combines 
recycled materials 
with a play on words 
(‘Brilliant Waste’). 
The lamp is made of 
computer hard 
drives. Photo: 
Sinikka Pöllänen.
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Design and problem-solving as a pedagogical 
model requires assessment in which pupils have 
to demonstrate their knowledge, skills and strate-
gies by creating a product in a manner that 
reflects a real-world evaluation process (cf. 
Lombardi & Oblinger 2007, 3). Assessment may 
utilise the teacher’s and pupils’ evaluation, peer-
based evaluation, or expert or panel assessment. 
The assessment event may be a conference that 
focuses on the cooperative project and reports 
design and problem-solving. The focus of the 
conference can include reflective analyses of 
thinking and learning, so as to create metacogni-
tive discussions and promote self-regulation 
(Paris & Winograd 2001, 13). Thus, it is plausible 
to think that craft as design and problem-solving 
teaches skills that empower the learners.

Craft as self-expression
Craft as self-expression is based on holistic craft. 
The artefact produced can be defined as craft-art 
(Karppinen 2008, 89) or some kind of avant-garde 
craft (Ihatsu 2002, 194). This kind of craft means 
not only producing crafted items, but also demon-

strating one’s skills, knowledge, thoughts, experi-
ences, perceptions and sensations to other 
people (Karppinen 2008, 87). 

Craft as self-expression can find its subject 
from, for instance, tradition, the future, fine art, 
music, stories, poems, nature, created heritage, 
field trips and excursions, events or memories. A 
common stimulating theme can assist in creating 
associations and idea shaping. In this way, the 
pupils have the possibility to focus and elaborate 
upon the theme that acts as a basis for individual 
or group schemas in guiding the craft process 
(see Figure 8). As craft education is also about 
learning collaborative action, the shared theme 
offers a change to go into detail on a shared topic 
and to guide the learning in this direction (Pöllänen 
& Kröger 2000, 247).

At the core of the learning task is the personal 
and active processing of a mental image or asso-
ciation. Associated activities support the self-
expressive process. For example, retrieving infor-
mation can consist of experiments, or it is possible 
to discuss together with the pupils the means of 
craft to express a certain emotion and to depict it 
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to others. The outcome may relate to a certain 
time and its phenomena, so that craft-art depicts 
a lived reality. Art is a way to grow sensitive to 
different cultural or ecological phenomena, reflect 
on culture and society, and to help understand 
and accept cultural differences. Among the aims 
of craft as self-expression is the activation of chil-
dren into being socially and culturally oriented and 
the creation of a new culture (Karppinen 2008, 89). 
The relationship to tradition is future-oriented and 
renewing – it follows new trends and seeks influ-
ence from different cultures. An example of this 
kind of self-expression is tuning, which can simul-
taneously mean reusing a product and expressing 
a personal style (see Figure 9). 

The assessment is based on the process of 
self-expression, as well as creativity. Reflection 
focuses on learning from the craft process, self-
orientation and working, and also on the experi-
ences and emotions that are meaningful for the 
learner. Karppinen (2008, 87) states that activities 
like artistic self-expression, introspection and 
reflection help children to find an individual and 
balanced relationship between the outer world 
and inner world of the self. Expressing thoughts 
by concrete action and through an artefact 
creates a natural way to explore one’s self and to 
share experiences in social interaction. The 
produced craft-art work can be assessed by the 
measures of technical skill or craftsmanship, 
originality, experimentation or risk taking, compo-
sition, the principles of design and the elements 
of art (Dorn et al. 2004, 23, 43).

Creativity is the ability to produce a work that 
is both novel and appropriate (Nickerson 2004, 
392), this means that, for example, a craft product 
has to be useful and take into consideration vari-
ous constraints. In the school context, it is neces-
sary to realise that the artefacts do not always 
have to be original or unexpected. Creativity 
consists of a creative process, creative person, 
and creative product, and it needs a creativity 
enhancing environment (Mayer 2004, 450). The 
activity must be directed into a craft process that 
does not turn into a waste of good materials or 
simple bustling about. Craft as self-expression is 
brought about in the pupils’ own, active self-
expressive process in which the teacher acts only 

in an assisting and facilitating role. One of the 
aims in assessment is to strengthen the pupils’ 
personal growth, self-regulation and self-empow-
erment (Karppinen 2008, 87–8). Collaboration, 
taking another person’s point-of-view and other 
people in general provide valuable guidance for 
self-expression and reflection, as they stimulate 
us to see things from new perspectives and in 
new ways (Paris & Winograd 2001, 15). The proc-
ess is also useful from the perspective of every-
day life, since it enhances the uniqueness of the 
individual, the various aspects of human experi-
ence, and joy in living and good relationships. For 
teaching, this means, for instance, that the 
teacher pays special attention to creating an open 
and supportive atmosphere. Similarly, the course 
of teaching is adjusted according to the occurring 
needs of the learners, instead of following a 
strictly predefined course. 

Conclusion
Domain specificity and situatedness are generally 
recognised as major parameters for any theory of 
learning. Context is not merely seen as a synonym 
for a concrete external situation, but it can assume 
the character of a mental framework in a learning 
situation. Contextualising means context-making 
(Van Oers 1998, 482). In practice, contextualising 
is done both at the teacher’s and the pupil’s level. 
In craft education, the teacher has to choose and 
design the basis for the craft process and related 
activities. At the pupil’s level, contextualising 
denotes the process that takes place within the 
pupil during the learning process. Van Oers (1998, 
481) concludes that a context is constructed by an 
agent every time he or she becomes actively 
involved in a setting – when determining a particu-
lar goal, examining prior experiences, finding out 
about available means, investigating the actions to 
perform in order to achieve the chosen goal, and 
by relating motive, goal, object, means and so on. 

In this article, contextualising refers to the 
theory-based structuring of different types of learn-
ing situations and processes into pedagogical 
models. They depict the way learning occurs in 
crafts according to the chosen pedagogical 
approach. These pedagogical models illustrate the 
shifting focus in craft education from the end prod-
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259uct and a person’s skilfulness (Karppinen 2008, 84) 
to abilities that can be recontextualised (Van Oers 
1998, 482) in a new way outside the original learn-
ing context. The models show how a teacher can 
shift from a teacher-centred teaching style into a 
more pupil-oriented facilitative approach (see 
Sawyer 2004, 18). Answering future challenges 
also requires the introduction of collective work 
into the, thus far, individual craft process.

The pedagogical models depicted here vary in 
nature but are not mutually exclusive. They share 
elements and have mutually supportive forms. It is 
useful to see the models as tools or frames for 
planning, teaching and assessment. Introducing 
craft education that supports the full and versatile 
development of the pupils’ personalities requires 
an understanding of essential features of different 
pedagogical models and an ability to draw from 
them in a conscious and goal-oriented manner. 

References
Bereiter, C. & Scardamalia, M. (2003) Learning to 
work creatively with knowledge, in E. De Corte, 
J. L.Verschaffel, N. Entwistle & Van Merrienboer 
[Eds] Powerful Learning Environments: 
Unravelling Basic Components and Dimensions. 
New York: Macmillan, pp. 55–68 

Bruer, J. T. (1997) Schools for Thought: A Science 
for Learning in the Classroom. Cambridge, MA: 
MIT Press

Dormer, P. (1997) The salon de refuse?, in  
P. Dormer [Ed.] The Culture of Craft. Manchester: 
Manchester University Press, pp. 2–16

Dorn, C. M., Madeja, S. S. & Sabol, R. F. (2004) 
Assessing Expressive Learning: A Practical 
Guide for Teacher-Directed, Authentic 
Assessment in K-12 Visual Arts Education. 
Mahwah, NJ: Lawrence Erlbaum Associates

Fnbe (2004) The Finnish National Board of 
Education, Perusopetuksen opetussuunnitelman 
perusteet (online). Available from URL:  
www.oph.fi/ops/perusopetus/pops_web.pdf 
(accessed January 2004)

Garber, E. (2002) Craft education in Finland: 
definitions, rationales and the future, 
International Journal of Art & Design Education, 
Vol. 21, No. 2, pp. 132–45

Ihatsu, A-M. (2002) Making Sense of 
Contemporary American Craft. Joensuun 
yliopisto, Kasvatustieteellisiä julkaisuja No. 127

Johnson, J. S. & Wilson, L. E. (2005) ‘It says  
you really care’: motivational factors of 
contemporary female handcrafters, Clothing  
& Textiles Research Journal, Vol. 23, No. 2,  
pp. 115–30

Karppinen, S. (2008) Craft-art as a basis for 
human activity, International Journal of Art & 
Design Education, Vol. 27, No. 1, pp. 83–90

Kojonkoski-Rännäli, S. (1998) Ajatus 
käsissämme. Käsityön käsitteen merkityssisällön 
analyysi. Turun yliopisto, Rauman 
opettajankoulutuslaitos, julkaisusarja A 185

Lindfors, L. (1999) Sloyd education in the cultural 
struggle. An outline of a sloyd educational 
theory. Reports from the Faculty of education 
No. 4, Åbo Akademi University 

Lombardi, M.M. & Oblinger, D.G. (2007) 
Authentic learning for the 21st century: an 
overview. Educause learning Initiative (online). 
Available from URL: net.educause.edu/ir/library/
pdf/ELI3009.pdf (accessed May 2008)

Mason, R., Nakase, N. & Naoe, T. (1998) Craft 
education at the crossroads in Britain and Japan, 
Journal of Multicultural and Crosscultural 
Research in Art Education, Vol. 16, pp. 7–25

Mayer, R. E. (2004) Fifty years of creativity 
research, in R. J. Sternberg [Ed.] Handbook of 
Creativity. Cambridge: Cambridge University 
Press, pp. 449–60

Nickerson, R. S. (2004) Enhancing creativity,  
in R. J. Sternberg [Ed] Handbook of Creativity.
Cambridge: Cambridge University Press,  
pp. 392–430 

Papanek, V. (1995) The Green Imperative. 
London: Thames and Hudson



Sinikka Pöllänen

260

JADE 28.3 (2009)
© 2009 The Author. Journal compilation © 2009 NSEAD/Blackwell Publishing Ltd

Paris, S. G. & Winograd, P. (2001) The role of self-
regulated learning in contextual teaching: 
principles and practices for teacher preparation. 
A Commissioned Paper for the US Department 
of Education Project (online). Available from 
URL: www.ciera.org/library/archive/2001-
04/0104prwn.pdf (accessed September 2006)

Pöllänen, S. & Kröger, T. (2000) Käsityön erilaiset 
merkitykset opetuksen perustana, in J. 
Enkenberg, P. Väisänen & E. Savolainen [Eds] 
Opettajatiedon kipinöitä. Kirjoituksia 
pedagogiikasta. Savonlinnan 
opettajankoulutuslaitos, pp. 233–53

Pöllänen, S. & Kröger, T. (2004) Näkökulmia 
kokonaiseen käsityöhön, in J. Enkenberg,  
E. Savolainen & P. Väisänen [Eds] Tutkiva 
opettajankoulutus – taitava opettaja. Savonlinnan 
opettajankoulutuslaitos, pp. 160–72

Reigeluth, C. M. (1999a) What is instructional-
design theory and how is it changing? in C. M. 
Reigeluth [Ed.] Instructional-Design Theories  
and Models: A New Paradigm of Instructional 
Theory. Mahwah, NJ: Lawrence Erlbaum 
Associates, pp. 5–30

Reigeluth, C. M. (1999b) The elaboration theory: 
guidance for scope and sequence decisions,  
in C. M. Reigeluth [Ed.] Instructional-Design 
Theories and Models: A New Paradigm of 
Instructional Theory. Mahwah, NJ: Lawrence 
Erlbaum Associates, pp. 425–53

Rogoff, B., Mistry, J., Göncü, A. & Mosier, C. 
(1993) Guided participation in cultural activity by 
toddlers and caregivers, Monographs of the 
Society for research in Child Development  
No. 236. University of California, Santa Cruz

Romiszowski, A. (1999) The development of 
physical skills: instruction in the psychomotor 
domain, in C. M. Reigeluth [Ed.] Instructional-
Design Theories and Models: A New Paradigm 
of Instructional Theory. Mahwah, NJ: Lawrence 
Erlbaum Associates, pp. 457–82

Rule, A. C. (2006) Editorial: the components  
of authentic learning, Journal of Authentic 
Learning, Vol. 3, No. 1, pp. 1–10

Sawyer, K. R. (2004) Creative teaching: 
collaborative discussion as disciplined 
improvisation, Educational Researcher,  
Vol. 33, No. 2, pp. 12–20

Schön, D. (1987) Educating the Reflective 
Practitioner. San Francisco: Jossey-Bass 

Seitamaa-Hakkarainen, P. (2000) The Weaving-
Design Process as a Dual-Space Search. 
Department of Home Economics and Craft 
Science, Research report No. 6, University  
of Helsinki 

Shuell, T. J. (1996) Teaching and learning in  
a classroom context, in D. C. Berliner & R. C. 
Calfee [Eds] Handbook of Educational 
Psychology. New York: Macmillan, pp. 726–4

Van Oers, B. (1998) From context to 
contextualizing, Learning and Instruction, Vol. 8, 
No. 6, pp. 473–88 

Zeichner, K. M. (1994) Research on teacher 
thinking and different views of reflective practice 
in teaching and teacher education, in I. Carlgren, 
G. Hansal, & S. Vaage [Eds] Teachers’ Minds and 
Actions: Research on Teachers’ Thinking and 
Practice. London: Falmer, pp. 9–27




