ARTI STS TRAI NI NG AND CAREER PRQIJECT
| NTRODUCT1 ON

THE ARTI STS TRAI NI NG AND CAREER PRQJECT is a study of the training
and career choices and patterns of craftspeople, painters and
actors; the first phase of the project focuses on craftspeople.
This study examnes artists' responses to institutions, society
and culture by using two distinct and conpl enentary nmnet hodol ogi es
- a series of personal narrative interviews, followed by a
national survey of a sanpling of craft artists. Artists
thensel ves are at the heart of this study; they were asked to
describe systematically the inpact of their choices on their work

their requirenments for doing their work over tinme, and their
career devel opnment and satisfaction. The areas of investigation
have been developed through the <creation of a seven-stage
"val i dation sequence" fromearly childhood through mature careers.

By eliciting information about the kinds of validations as well as
the resistances the artist neets, the Research Center for Arts and
Culture can begin to describe the training and career devel opnent
of craftspeople, painters, and actors; the work also contributes
to the career literature that includes research in the scientific,
| egal, nedical, and police professions, and has been sadly | acking
in the arts. It provides inportant information for advocates and
funders, and can give educational institutions a better idea of
areas of greatest training needs, as well as information about the
timng and appropriateness of assistance for artists. Finally, it
docunents the position of the artist as an integral nenber of
soci ety.

Throughout the study, both for the personal narrative interviews
and the survey, all craft nedia were represented: clay, fiber
glass, leather, netal, mxed nedia, paper, and wood. Attenpts
were nade to insure geographic representation from all over the
country, ethnic diversity, different ages, nales and fenales, and
peopl e who were trained in a variety of ways.

| NTERVI EV\S

The first conponent of the project consisted of personal narrative
interviews with 35 artists and 15 related experts, people whose
work deals closely with the work of craftspeople, but who may not
be craftspeople thenselves. These were chosen from nanmes of
approximately 400 people collected by the RCAC staff. Al 50
interviews were taped; the budget allowed for 25 of them to be
transcribed. The tapes and transcripts will be housed in the Oa

H story Collection at Butler Library, Colunbia University. In
1992, The G aftsperson Speaks, a volune of ten of our craftsperson
interviews wll be published by G eenwood Publishing Goup, Inc.

Each interview wll be acconpanied by brief Dbiographica



information, a list of the permanent collections in which the
craftsperson's work resides, our history of the craftsperson in
the United States, and a brief bibliography.

THE SURVEY

Questionnaire Devel opnent

Qur basic schema for investigation was a seven-stage career nodel
covering Initial I nfl uences; Tr ai ni ng and Pr epar ati on;
Prof essional Institutions; Peer |Influences; Marketplace Judgnents;
Critical Evaluation, and Late Careers.

The questionnaire was market-tested and refined and the final
questl onnaire included the follow ng sections:

| nportant Background | nformation

Initial Influences

Educati on, Training and Preparation
Career Entry

Peers and Col | eagues

Mar ket pl ace Judgnent s

Critical Evaluation and Public Response
Career Satisfaction and Maturity
Current Activity

Comrent s

*o% X X 3k F F X X

A cover letter acconpanied the questionnaire assuring respondent
anonymty, and gave a list of ﬂafts agenci es and organi zations
that had aided us in the study. A postage-paid return envel ope
was included, and a rem nder postcard was sent ten days after the
guestionnaire, to increase the rate of response. Al'l names and
address lists of craftspeople were then destroyed.

Qur intention was to have a very broad spectrum from which to

! Among the nany organizations that have participated in the

devel opment and distribution of this questionnaire are:

Al abama Crafts Council, American Association of Wodturners,
American Craft Council, American Craft Enterprises, Anerican Craft
Exposi ti on, Anderson Ranch Art Foundation, Archie Bray Foundati on,
Arizona Designer Craftsnen, Baltinore Cay Wrks, Ceramc Artists
of San D ego, Enanel Quild: Wst, @ild of Bookworkers, Hand
Wrkshop, Indian Arts and Crafts Association, Kraus Sikes, Mrin
Arts Council, Mendocino Art Center, Mnnesota Cafts Council,
Nat i onal Council on Ceram c Education, New York Experinental d ass
Wor kshop, New Mexico Mtalsmths' Association, Northwest Crafts
Al'liance, Northwest Designer Craftsnen, Northwest Basket Wavers,
Penl and School , Pennsylvania Quild of Craf t snmen, Pi ednont
Craftsnen Incorporated, Qualla Arts and Crafts, Society of North
Arerican Goldsmths, Texas Arts and Crafts Foundation, and Wrd
and Eis Gallery.



choose a sanple, using lists that a) geographically represented
all parts of the country; b) had different constituencies:
national, regional, state, and local; c) represented all the craft
medi a: clay, fiber, glass, leather, netals, mxed nedia, paper
wood; d) were from different types of organizations: arts
centers, | ocal gui | ds, menber shi p  organi zati ons, gal l eri es,
magazi nes, craft fairs, craft councils, marketing organizations,
and schools, and e) covered different ages, gender, and ethnic
backgr ound.

Response

A random sanple of 3,942 craftspeople was chosen to receive
guestionnaires, mailed in Septenber 1990. There was a total
return of 33% very high for a questionnaire as |ong and detail ed
as this one. In addition, alnost half (48% of the respondents

wrote additional comentary on issues of particular concern to
t hem

GENERAL DEMOGRAPHI CS

The nedian age of respondents was 42, the nean age was 44, wth
t he ol dest respondﬁnt age 89. 54% of the respondents are female,
and 46% are nmale. 69% are married, 18% are single, with the
remai ni ng 13% di vorced, w dowed, or other. This conpares with the
1988 general population figures of 68% married, 22% single, and
15% ot her. The range of dependents for respondents is one to
eight, with a nedian of 2.

Al'l but one state of the fifty were represented. The respondents
are predomnantly of white, non-H spanic background, (92%. 1%
indicated "Hi spanic'" 1% sel ected "Asian,"” under 1% each indicated
"Anerican Indian/ A askan Native," and "Black," and 5% sel ected
"other" or "specify further" as their response.

The extrenely | ow percentages of craftspeople of color is a matter
of sone concern. Several explanations are possible. First, the
primary craft tradition in Anerica has grown out of mddle and
wor ki ng class European traditions; second, there may be a greater
tradition of nenbership in professionally oriented organizations
anong white Anericans, than there is anong people of color.

2 Percentages are generally rounded to the nearest nunber

which may result in totals exceeding 100% Percentages may al so
add up to nore than 100% since sone questions asked for an answer
that included as many choices as applied; occasionally people
answered with several choices per question, even when instructed
ot herwi se. Al so the nunber of respondents to individual questions
varied, but averaged between 1150 and 1246 for nost questions

The margin for error is plus or mnus 3% and in certain selected
questions, plus or mnus .5%



Third, it is possible that in sonme cases, the predom nant craft
form produced by people of color is considered to be folk art, a
formpracticed primarily by those who are organi zed, if at all, by
famly heritage and clan traditions rather than professiona
menber shi p organi zati ons.

It is also possible that the current craft organizations are not
serving the needs of people of color: the organizations are not
attracting them either because people of color have been unaware
of the existence of such organizations, or because the
organi zati onal concerns have not responded to the needs of artists
of color. This was reinforced by an African Anerican m xed nedi a
artist, who said in her narrative interview that such
organi zati ons had not seened relevant for her or her work.

OCCUPATI ON

The issue of professionalism has provided an ongoing area of
inquiry for the Research Center and is especially relevant for
craftspeopl e, as 86% of the respondents consider thenselves to be
professionals, a word that has various meanings. One conmon
definition of professionalism relies on standard occupationa

nmeasures such as hours per week worked and major income derived;
however, it is quite comobn that artists' major work, their art,
is not their maor source of income, nor necessarily what they
spend the |argest percentage of their time doing for paynent. A
second definition of professionalism relies on official

credentialling as a result of examnation--attorneys take the
state bar exam for exanple. Finally, when people use the word
"professional” as a descriptor they may refer to the quality of
the work and of production, rather than the credentials of the
producer. Rather than create yet another definition which we fee

woul d be neither better nor worse than existing ones, the Research
Center asked the artists thenselves to choose their own
definition.

Respondents were asked to indicate their first three choices of
definition of professionalism both for thensel ves and for others,
from 13 choi ces which included marketplace definitions (earning or
intending to earn noney from one's craft), definitions by
educati on/ associ ation, and self definitions. Hi ghest ranking both
for describing one's self and for describing others was "inner
drive to make art/craft” (31% followed closely by "nakes |iving
as a craftsperson"” (24%, and "considers self to be a
craftsperson” (11%, and "has a special talent” (8%. Tine spent
and peer recognition ranked highest for respondents' second
choi ces. The third choices added "receives sone public
recognition.”

Later in the survey, "personal satisfaction" and the "inner drive
to nmake art/craft” were the two nost inportant factors influencing



respondents to pursue their careers in crafts.

74% of the respondents felt that their crafts or crafts-related
occupation was the nost inportant occupation to them whether or
not it was their primary source of incone. Only 60% however,
chose the word "craftsperson” to describe their career, while 11%
chose"smal | busi ness man or woman. "

Craft Earnings

Earning major incone from one's work is one indication of
pr of essi onal i sm 92% of the respondents indicated that they
earned noney fromtheir craftwork, and for 80% of the respondents,
this noney covered their craft-related costs. Only 36% however,
indicated that they supported thenselves entirely from their
craftwork. 50% of the respondents earned their mgjor incone from
their work as craftspeople, and 17% earned theirs from various
craft related occupations, such as teaching art or crafts, sales
of craft supplies, or curatorial work.

| ncone

VW | ooked at inconme fromthree different perspectives: individual
inconme from craft work, individual inconme from all sources, and
gross househol d i ncone.

For individual income fromcraft only:
47% earned $7, 000 or | ess,
9% ear ned between $7, 000-12, 000,
12% ear ned bet ween $12, 000- 20, 000,
a total of 68%earning | ess than $20, 000.
14% ear ned bet ween $20, 001- $40, 000, and
17% ear ned over $40, 000.

For those earning over $40,000, the nean income was $114, 505, and
the nedian inconme was $78, 000. 112 (65% of 173) earned under
$100,000, and 60 (35% of 173) earned between $100,000 and
$200, 000.
Looki ng at gross incone for individual craftspeople, including all
sour ces:
20% had i nconmes of |ess than $10, 000,
20% had i ncones between $10, 000- $20, 000,
19% had i nconmes bet ween $20, 000- $30, 000.
i
i

16% had i ncones bet ween $30, 000- $40, 000,
25% had i ncones of over $40, 000.

In | ooking at total gross househol d i ncone:
6% had i ncomes of |ess than $10, 000.
11% had i ncones bet ween $10, 000- $20, 000,
17% had i ncones bet ween $20, 001- $30, 000,
i
i

17% had i ncones bet ween $30, 000- $40, 000 and
49% had i ncones over $40, 000,

49% of the respondents had gross household incone over $40, 000,




while only 36% of the general population had gross household
incone over $35, 000. This indicates that alnost half our
craftspeopl e s households fell above the range of househol d i ncone
for the general popul ation.

Cost s: The |argest percentage (21% had craft-related costs
bet ween $500- $2500; 47% had costs of wunder $5000, and 18% had
costs over $20, 000. The majority of respondents said costs of

materials, |abor, marketing, insurance had increased since their
early careers. The cost of materials has taken the biggest junp,
seconded by the increased cost of marketing, which may indicate
the increased investnment in marketing practices in the last twenty
years, as nuch as the increased cost of marketing itself.

G ants and Awards

One of the mmjor nmarketplace issues for craftspeople is that of
grants, an additional source of incone that supports either the
creation of a specific piece of artwork, or enables themto spend
time doing exploration and research. Artistic validation
conferred by receiving grants was frequently referred to as one of
the maj or benefits, often nore inportant than the noney itself, in
the narrative interviews wth craftspeople.

21% (257) of our total sanple indicated they had received art-
related grants. 46% of those receiving grants had received only
one, 46% had received grants from 2 to 4 times, and 8% had
received 5 or nore such grants. 45% of the respondents had
received an increased nunber of grants over tine. 45% (of 194
respondents) said that the financial anmount of grants had
i ncreased. The sources of grants were state agencies, educational
institutions, the National Endowrent for the Arts, art colonies,
the Craft Enmergency Relief Fund, Fulbrights, Rotary, the G Bill,
and private foundations. Wiile the range in anount of grant
awards was from $25 to $50,000 with a nedian of $700, since only
125 respondents answered this question, the figures should be
viewed with caution.

EDUCATI ON AND TRAI NI NG

Initial Influences: Hone, Parents, Art

As m ght be expected, 63% of the respondents partélci pated in their
first art experiences at honme, and 60% at school.

This seens to be in line with the finding that nothers were the
nost supportive famly nenber. This is consonant with research
done in other art fornms, nost notably the work of Donald Shetler
of the Eastman School of Msic, who carried out a study of
synphony orchestra nusicians in the late 1970s, and found a high
i nci dence of support fromthe nother (63%.

3 Here again percentages may total nore than 100 as
respondents nmay have sel ected two or nore responses.



El ementary school

60% said that they had a few art classes in school; only 16% said
they had many art classes. 36%said they had visits to nuseuns and
galleries, and 20% said they had after school or weekend cl asses.
It is striking that 15% said they had no exposure at all.

H gh School
By high school the percentage of those indicating that they had a
few art classes in school dropped to 31% and rose to 27% for
those who had many art classes. 25% i ndi cated that they had no
art cl asses.

Later Training
Artists in our survey began artistic training in their md-to-late

teens, the nedian age being 16. Consistent with profiles of
artists, they have a high degree of fornmal education, 42% wth
coll ege degrees, and another 34% wth graduate degrees. 64%

indicated that they had a formal degree in the arts, 34% had
studied with one or nore private teachers, 17% had studied at a
conservatory or professional school, 10% had studied in a
technical or vocational program and 10% had studied in a
certificate program

O her educational experiences respondents had in preparation for
their work in crafts included the follow ng: sel f taught, work

W th a nment or or Mast er Craf t sperson, crafts school ,
apprenticeship, alternative schooling experiences, and summer
canp.

O these, 44%felt that self-teaching was the nost inportant post-
hi gh school art/craft training that they received, followed
closely by university/college (41%, and workshops (30%. A very
high 82% of the respondents had been exposed to professional
craftspeople in their training.

CAREER

Career Entry

While a nunber of artists remarked that "career"” is a termonly
recently applied to artists, respondents were asked to identify
both the step mnmarking their career entry, and their first
prof essi onal recognition. The highest response in both cases was
the first sale of their work. For career entry, 21% of the
respondents identified selling their first piece of work as the
event marking their career entry, 19% as their participation in
their first crafts fair, 17% as having gotten their own studio.
For first professional recognition, 36% identified the first sale
of their work, 30% identified an award or honor, 25% a gallery
show, and 14% w nning a conpetition.

Career Satisfaction
73% said they were satisfied or very satisfied wth their careers
and 89% said they would choose the same career if they had it to




do over again. 51% said they were very satisfied with the work
itself, and 50% said they were very satisfied with the process of
doi ng the work.

Satisfactions and D sappoi nt nents

The last two questions asked respondents to describe the nonents
of greatest disappointnent and greatest satisfaction in their
careers. It was interesting to see these witten replies
alongside those questions asking them to indicate career
satisfaction at this point in their |ives.

Clearly the greatest disappointnents centered around noney and
acceptance. No or |low sales, not being able to nake a living or
have financial security were prine concerns. Anot her great
di sappoi ntnent was not getting a National Endownent for the Arts
or other professional grant.

An equally inportant area of disappointnent was the area of
acceptance--not being accepted to a craft fair, a gallery, a
juried show, not winning an award or conpetition, or rejection of
a previously conm ssioned work. Especially in clay and gl ass, sone
respondents' disappointnents centered on having ruined the work
itself, having work or equipnment stolen, studios vandalized, or
work altered by the purchaser. Sonme craftspeople expressed
frustration with a cultural systemin which they feel their work
is denigrated or not taken seriously, such as the person whose
great est di sappoi ntnment was being asked "to produce an eight foot
replica of a strawberry.” Qhers expressed frustration with being
unable to translate their own vision: one expressed the greatest
di sappoi ntnent as being "Wen | can't get a piece out of ny head
and t hrough ny hands."

The sane two areas--noney and acceptance--provi ded many nonents of
sati sfaction. A positive relationship with the market was very
inmportant--sale of designs as well as works, consumer acceptance,
NEA and other grants and fell owships. Acceptance of work at a
show, fair, gallery, juried exhibition, or nuseum were events
marking great satisfaction, as were awards, honors, or being
chosen or singled out--often for the first tine.

Equally shared with these two areas of satisfaction was a third--
the work itself. One of the major areas of greatest satisfaction
centered on personal gratification, including excitenent about the
work (one's own and others'), project conpletion, and creating the
work itself.

SUMVARY

Wile the larger report presents our major findings nore
thoroughly, this executive summary gives a quick sketch of the
American craftsperson as detailed in our study. The data, and our
interviews suggest a well-educated, generally satisfied artist, a



product of both his or her tine and place, with excitenent and
commtnent in regard to the work itself, and a genui ne respect for
the material. The issues that energe from THE ARTISTS TRAI NI NG
AND CAREER PRQJECT are |egion: the relationships between
craftspeople and their support systens, <characteristics by
| ocation, by nedium by gender, the use of different training
systens at different ages and stages of the craftsperson's career,
to nanme a few There is a wealth of information here for future
m ni ng.

O Trustees of Columbia University in the City of New Y ork/Research Center for Artsand Culture.
New York City, NY, 1991.
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