
                                                                          

University of Dundee

DOCTOR OF PHILOSOPHY

Unconventional Blooms

The Influence of the Craft Scotland Programme of Opportunities on the Development
of Craft Practitioner Entrepreneurial Identities

Baker, Lauren

Award date:
2022

Licence:
Copyright of the Author. All Rights Reserved

Link to publication

General rights
Copyright and moral rights for the publications made accessible in the public portal are retained by the authors and/or other copyright owners
and it is a condition of accessing publications that users recognise and abide by the legal requirements associated with these rights.

            • Users may download and print one copy of any publication from the public portal for the purpose of private study or research.
            • You may not further distribute the material or use it for any profit-making activity or commercial gain
            • You may freely distribute the URL identifying the publication in the public portal
Take down policy
If you believe that this document breaches copyright please contact us providing details, and we will remove access to the work immediately
and investigate your claim.

Download date: 23. May. 2023

https://discovery.dundee.ac.uk/en/studentTheses/4f12e3b4-fec7-4f71-b748-bcc78a215ca8


Unconventional Blooms 
The In!uence of the Craft Scotland Programme of 
Opportunities on the Development of 
Entrepreneurial Craft Practitioner Identities

Lauren Eve Baker
Doctorate of Philosophy
University of Dundee
First submitted for Assessment August 2021
Final submission February 2022



 1 

 

Unconventional Blooms: The Influence of the Craft Scotland 

Programme of Opportunities on the Development of Craft 

Practitioner Entrepreneurial Identities  

 

 

 

 

 

Lauren Eve Baker 

 
 
 
Doctorate of Philosophy  

University of Dundee  

Submitted for Assessment August 2021 

Corrections Submission February 2022 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 2 

Table of Contents 

Unconventional Blooms: The Influence of the Craft Scotland Programme of 
Opportunities on the Development of Craft Practitioner Entrepreneurial 
Identities ---------------------------------------------------------------------------------------------- 1 

List of Figures --------------------------------------------------------------------------------------------- 5 

List of Tables ---------------------------------------------------------------------------------------------- 8 

Acknowledgements ----------------------------------------------------------------------------------- 10 

Declaration ---------------------------------------------------------------------------------------------- 13 

Abstract -------------------------------------------------------------------------------------------------- 14 

Preface ------------------------------------------------------------------------------------------------ 16 

i. About the Researcher ------------------------------------------------------------------------------- 16 

ii. Research During Coronavirus ---------------------------------------------------------------------- 19 

Chapter 1 : Introduction ------------------------------------------------------------------------- 22 

1.1. National Productivity Investment Fund ---------------------------------------------- 22 

1.2. Developing Scottish Creative Enterprise --------------------------------------------- 24 

1.3.        The Creative Industries ------------------------------------------------------------------- 28 

1.3.1.      Craft Enterprise and the Creative Industries ----------------------------------------------- 32 

1.3.2. The Value of Craft--------------------------------------------------------------------------------- 35 

1.4. Craft in Scotland----------------------------------------------------------------------------- 38 

1.4.2. Scottish Makers ----------------------------------------------------------------------------------- 40 

1.4.3. Craft Scotland -------------------------------------------------------------------------------------- 44 

1.5.        Interdisciplinarity --------------------------------------------------------------------------- 48 

1.6. Research Questions ------------------------------------------------------------------------ 53 

1.6.1. Aims and Objectives ------------------------------------------------------------------------------ 53 

1.6. Structure of the Thesis -------------------------------------------------------------------- 54 

Chapter 2 : Craft, Entrepreneurship, and Identity---------------------------------------- 59 

2.1. Positioning Craft --------------------------------------------------------------------------------- 59 

2.2. Craft Labour and The Creative Economy -------------------------------------------------- 65 

2.3. Problematising Entrepreneurship ----------------------------------------------------------- 80 

2.4. Craft as Unconventional Enterprise--------------------------------------------------------- 83 

2.5. Entrepreneurial Identity in Craft ------------------------------------------------------------ 90 

2.6. Identity Work and Play ------------------------------------------------------------------------ 100 

2.7. Summary ------------------------------------------------------------------------------------------ 105 

Chapter 3 : Craft Development Organisations and Sector Collaboration ------- 108 

3.1. Craft Development Organisations as a Social Construct ----------------------------- 109 

3.2. Creating and Accessing Opportunity ------------------------------------------------------ 117 

3.3. Developmental Opportunity as Process of Identity Construction ----------------- 122 

3.4. Securing Legitimacy ---------------------------------------------------------------------------- 125 



 3 

3.5. Collaboration and Networks ----------------------------------------------------------------- 129 

3.6. Entrepreneurial Ecosystems ----------------------------------------------------------------- 134 

3.7. Summary ------------------------------------------------------------------------------------------ 143 

Chapter 4 : Methodology ---------------------------------------------------------------------- 145 

4.1. Real-World Research ---------------------------------------------------------------------- 145 

4.1.1. Pragmatism -------------------------------------------------------------------------------------- 150 

4.1.2. Grounded Theory ------------------------------------------------------------------------------- 154 

4.2. Selecting a Research Design ------------------------------------------------------------ 156 

4.2.1. Case Study Methodology---------------------------------------------------------------------- 159 

4.2.2.      Embedded Case Study ------------------------------------------------------------------------- 163 

4.2.3. Data Collection Methods ---------------------------------------------------------------------- 166 

4.2.4. Sensemaking in an Embedded Case Study ------------------------------------------------ 174 

4.3. The Studies ---------------------------------------------------------------------------------- 181 

4.3.1. Study 1: The Craft Sector ---------------------------------------------------------------------- 183 

4.3.2. Study 2: The Craft Makers -------------------------------------------------------------------- 185 

4.3.3. Study 3: The Craft Event ----------------------------------------------------------------------- 192 

4.4.        Ethics ------------------------------------------------------------------------------------------ 197 

4.5. Summary ------------------------------------------------------------------------------------- 202 

Chapter 5 : The Role of Craft Scotland in the Scottish Craft Sector --------------- 204 

5.1. Findings -------------------------------------------------------------------------------------------- 205 

5.1.1. Connecting Across the Sector ------------------------------------------------------------------- 209 

5.1.2. Setting Standards of Practice for the Sector ------------------------------------------------- 218 

5.1.3. Challenging Knowledge, Understanding, and Practice in Craft--------------------------- 225 

5.2. Summary ------------------------------------------------------------------------------------------ 235 

Chapter 6 : Craft Practitioners’ Collaborative Relationships with Craft 
Development Organisations------------------------------------------------------------------ 238 

Part One -------------------------------------------------------------------------------------------- 238 

6.1.1. Findings ----------------------------------------------------------------------------------------- 239 

6.1.1.1. Leveraging Collaboration and Tension ------------------------------------------------------ 243 

6.1.1.2. Multiple Identities ------------------------------------------------------------------------------- 253 

6.1.1.3. Identity Development --------------------------------------------------------------------------- 262 

6.1.2. Summary --------------------------------------------------------------------------------------- 268 

Part Two -------------------------------------------------------------------------------------------- 270 

6.2.1. Introducing the Interview Participants -------------------------------------------------------- 271 

6.2.2. Findings ----------------------------------------------------------------------------------------- 274 

6.2.2.1. Creating Visibility -------------------------------------------------------------------------------- 275 

6.2.2.2. Managing Opportunity and Advice ---------------------------------------------------------- 278 

6.2.2.3. Maintaining Momentum ----------------------------------------------------------------------- 283 

6.2.2.4. Challenging the Sector -------------------------------------------------------------------------- 285 

6.2.2.5. Responsibility and Mutual Aid ---------------------------------------------------------------- 287 

6.2.3. Summary --------------------------------------------------------------------------------------- 290 

Chapter 7 : Craft Development Opportunity and Craft Practitioners’ 
Entrepreneurial Identities --------------------------------------------------------------------- 293 

7.1. Findings -------------------------------------------------------------------------------------------- 294 



 4 

7.1.1. Craft Scotland as Conventional Entrepreneur ----------------------------------------------- 298 

7.1.2. The Story of the Opportunity -------------------------------------------------------------------- 309 

7.1.3. Shared Experience --------------------------------------------------------------------------------- 315 

7.2. Summary ------------------------------------------------------------------------------------------ 325 

Chapter 8 : Discussion and Conclusion ---------------------------------------------------- 333 

8.1. Overview of Research Activities and Findings ------------------------------------------ 337 

8.2. On Craft Scotland’s role in the Scottish Craft Sector ---------------------------------- 345 

8.2.1. Contribution 1: Craft Scotland as Cultural Story Maker ----------------------------------- 350 

8.3. On the Programming of Craft Scotland Developing Craft Practitioner 
Entrepreneurial Identity ---------------------------------------------------------------------------- 361 

8.3.1. Contribution 2: Unconventional Blooms ------------------------------------------------------ 369 

8.4. On Interpretations of Craft Entrepreneurship ------------------------------------------ 376 

8.4.1. Contribution 3: Typology of Entrepreneurial Craft Convention -------------------------- 381 

8.5. Implications of the Research ---------------------------------------------------------------- 391 

8.5.1. Theory ------------------------------------------------------------------------------------------------ 391 

8.5.2. Practice ----------------------------------------------------------------------------------------------- 394 

8.5.3. Policy -------------------------------------------------------------------------------------------------- 400 

8.5.4. Recommendations for the Scottish Craft Sector -------------------------------------------- 403 

8.6. Future Research --------------------------------------------------------------------------------- 405 

8.7. Limitations ---------------------------------------------------------------------------------------- 408 

8.8. Conclusion ---------------------------------------------------------------------------------------- 410 

Postface -------------------------------------------------------------------------------------------- 413 

References ----------------------------------------------------------------------------------------- 420 

Appendices ---------------------------------------------------------------------------------------- 449 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 5 

List of Figures 
Figure 1.1. Structure of the thesis ...................................................................... 58 

Figure 4.1. Hierarchy of change in real-world research .................................... 147 

Figure 4.2. Embedded case study research design as a single case study with 

multiple units of analysis.................................................................................. 163 

Figure 4.3. Timeline of data collection ............................................................. 167 

Figure 4.4. Visualisation of the subunits of study ............................................. 182 

Figure 5.1. Map of the Scottish craft entrepreneurial ecosystem using Isenberg's 

(2011) six domains ........................................................................................... 206 

Figure 5.2. Thematic map from analysis of research themes ............................ 207 

Figure 6.1.1. Thematic map from analysis of research themes ......................... 241 

Figure 6.1.2. Map of selected craft practitioners (105, 144, 155, 557, 597, 745) 

demonstrating their collaborative partners both inside and outside of the 

Scottish craft entrepreneurial ecosystem ......................................................... 242 

Figure 6.2.1. Thematic map from analysis of research themes ......................... 274 

Figure 7.1 Thematic map from analysis of research themes ............................. 295 

Figure 7.2.Craft practitioner's journey through the entrepreneurial ecosystem 

when participating in opportunity .................................................................... 297 

Figure 8.1. Combined map of metasynthesis detailing links and connections 

between findings in sub-units .......................................................................... 334 

Figure 8.2. Intersection of each of the three bodies of literature can be used to 

explain several of the meta themes identified in the meta synthesis of findings

 ........................................................................................................................ 335 

Figure 8.3. Process of aligning external resources via temporary collaborations 

between Craft Scotland and craft practitioners leads to the creation of multiple 

stories of an opportunity ................................................................................. 349 

Figure 8.4. Fuzzy front end of design ................................................................ 353 

Figure 8.5. Fuzzy back end of entrepreneurship ............................................... 353 

Figure 8.6. Opportunity design process ............................................................ 354 

Figure 8.7. Handover of craft development organisation created opportunity 

allows the participating craft practitioner to explore options to best exploit the 

opportunity...................................................................................................... 355 



 6 

Figure 8.8. The messiest activities enacted by craft development organisations 

and craft practitioners are often hidden .......................................................... 356 

Figure 8.9. Creation, exploitation, storification, and sharing of a story of craft 

development opportunity ................................................................................ 358 

Figure 8.10. The journey of the story of a craft development opportunity returns 

to inform future opportunity, creating a cycle ................................................. 361 

Figure 8.11. Craft development organisations create a number of opportunity 

frames as part of their programmes of support, aligning various resources for 

craft practitioners to explore and exploit ......................................................... 363 

Figure 8.12. The messy, iterative process of collating useful information and 

resources by a craft practitioner to make the most of an opportunity frame ... 364 

Figure 8.13. A craft development organisation's opportunity frame, plus a craft 

practitioner's exploration of available resources equals a collaborative artefact

 ........................................................................................................................ 365 

Figure 8.14. Unconventional bloom ................................................................. 370 

Figure 8.15. Unconventional bouquet metaphor – experience of a variety of 

different opportunities creates a bouquet that communicates a craft 

practitioner’s multi-faceted entrepreneurial identity ....................................... 372 

Figure 8.16. Intersecting petals between two different opportunities being 

exploited by a craft practitioner ....................................................................... 373 

Figure 8.17. Three iterations of the same opportunity allow for refined 

entrepreneurial processes ............................................................................... 374 

Figure 8.18. The pruning of an opportunity from the bouquet of a craft 

practitioner's entrepreneurial identity ............................................................. 376 

Figure 8.19. Two by two matrix demonstrates intersection of connection and 

collaboration with level of convention in entrepreneurial practice .................. 382 

Figure 8.20. Spectrum of craft entrepreneurship ............................................. 383 

Figure 8.21. Exploratory craft entrepreneurs participate in a variety of new, 

unknown processes in order to build out their understanding of and capability 

within the craft sector ...................................................................................... 384 



 7 

Figure 8.22. Speculatively stable craft practitioners maintain their explorative 

opportunities, while adopting a small number of opportunities that they have 

been able to refine and align themselves with ................................................. 386 

Figure 8.23. The Tentative Explorer craft entrepreneur has established a number 

of reliable ways of working, however still incorporates a number of exploratory 

opportunities ................................................................................................... 387 

Figure 8.24. Stable craft entrepreneur relies on a number of refined, repeatable 

entrepreneurial processes to maintain their sector identity ............................. 389 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 8 

List of Tables 
 

Table 2.1. Relationships between tangible and intangible values ....................... 70 

Table 2.2. Examples of unconventional entrepreneurship .................................. 84 

Table 2.3. Comparison of conventional and unconventional entrepreneurial 

processes ........................................................................................................... 85 

Table 2.4. Craft business owner/manager characteristics................................... 96 

Table 2.5. Examples of processes of identity work ........................................... 101 

Table 3.1. Leadership styles for decision making .............................................. 114 

Table 3.2. A framework for organisational prediction and control .................... 115 

Table 3.3. Key differences which affect the contemporary craft development 

organisation’s business model ......................................................................... 116 

Table 4.1. Research questions .......................................................................... 145 

Table 4.2. Comparison of Straussian and Glaserian grounded theory ‘contentions’

 ........................................................................................................................ 155 

Table 4.3. Goals of research ............................................................................. 158 

Table 4.4. Observation of Craft Scotland events ............................................... 169 

Table 4.5. Framework for establishing trustworthiness during each phase of 

Thematic Analysis ............................................................................................ 176 

Table 4.6. Craft development organisations approached to share online survey 

with method of communication for sharing ..................................................... 187 

Table 4.7. Survey participants approached for follow-up interviews, and their 

reported practice, career stage, collaborative partners, and sense of belonging

 ........................................................................................................................ 190 

Table 4.8. Craft enterprise experience of participants at NY NOW 2019 ........... 195 



 9 

Table 4.9. Table of interview participants (anonymised) .................................. 196 

Table 5.1. Findings on the role of Craft Scotland In the craft sector.................. 208 

Table 5.2. Craft sector issues identified in study............................................... 209 

Table 6.1.1. Themes and sub-themes from findings ......................................... 241 

Table 6.1.2. Reasons for collaboration and number of mentions ...................... 244 

Table 6.1.3. Respondents’ experience with collaborative partners and project 

types ................................................................................................................ 247 

Table 6.1.4. Responses to ‘Can you tell us about any initiatives in place to 

promote and develop the craft sector in scotland?’ ......................................... 249 

Table 6.1.5. Top 15 Roles in sector vs. roles when collaborating ...................... 254 

Table 6.1.6. Themes from responses to the question ‘What are the three values 

that are most important to you as an owner of a craft business’ ...................... 256 

Table 6.1.7. Most common future goals of respondents .................................. 266 

Table 6.2.1. Themes from findings ................................................................... 275 

Table 7.1. Findings on the influence of international opportunities upon the 

development of craft practitioners’ entrepreneurial identities ........................ 296 

 

 

 

 

 

 

 

 

 



 10 

Acknowledgements 
 

In truth, I find acknowledgement pages somewhat awkward. However, to not 

include one would be to dismiss all the people to whom I owe not just this thesis, 

but my very sanity. Central to my doctoral journey is my supervisory team, Fraser 

Bruce and Professor Sarah Cooper. Without their extraordinary kindness, 

support, honesty, and direction I would not have been able to complete my 

journey. Included within this is of course the team of Craft Scotland. To Fiona 

Logue, the previous director of Craft Scotland, my many thanks for providing the 

seed of this project, and your determined efforts to promote and sustain craft in 

Scotland. To Irene Kernan, the newly appointed Director of Craft Scotland, I am 

deeply thankful to you for offering the continued curiosity, care, and freedom to 

explore the research avenues that presented themselves. I am also grateful to 

the rest of the Craft Scotland team which offered helpful conversations, insight, 

assistance, and patience with my research journey.  

This project would never have been if it were not for the Scottish 

Graduate School of Arts and Humanities (SGSAH), which not only provided me 

with the financial support to undertake the research, but gave me access to 

exceptional opportunities for travel, research, training, and most importantly 

friendships. In her role of Dean, Professor Dee Heddon’s warmth and humour 

gave me the confidence to build strength and resilience in an otherwise daunting 

setting. The SGSAH team all worked tirelessly to allow for the development of 

the Creative Economies Studentship cohort to which I belong, as well as the 

wider SGSAH Arts and Humanities Research Council funded community in 

Scotland. The fellow doctoral candidates I met as a part of these communities I 



 11 

know will be life-long friends, and in particular I owe much to James, Zuzanna, 

Fruszina, Morag, Nikki, Rachel, and Frances for all the time spent sharing the 

stories, support, and advice while we travelled the doctoral road. 

My thanks also go to the team at Duncan of Jordanstone College of Art 

and Design, and extend beyond to the wider University of Dundee. I am lucky to 

have always felt supported by the kind, patient, and dedicated teams of the 

University, not to mention the incredible research peer group I found there. I am 

so fortunate to have been witness to the exceptional talents of Katie, Elizabeth, 

Andrea, Sara, Lucy, Prim, and Miriam to name but a few. All remarkable humans 

achieving extraordinary things, and providing unrivalled friendship. 

I am thankful to the team of the American Craft Council, including Scott 

Pollock and Sarah Schultz, for investing their time and providing me with an 

opportunity to enrich not just my research but my own experience and skills.  

Most important in all of this is my deep gratitude towards the 

craftspeople of Scotland and beyond. To the patient and inquisitive people who 

chatted about their experiences at tradeshows, markets, and exhibitions, agreed 

to interviews, contributed to surveys, turned up to workshops, and let me sit in 

on installations, previews, training, and studio visits: I owe you this whole 

manuscript. I can only hope that the information shared here does the 

powerfully vibrant craft community justice, and goes some way to making the 

sector’s future even more bright and resilient.  

My thanks go to my family for not asking too many questions. I send all 

the love, warmth, and thanks to my brilliant friends Emma, Jenny, Jane, and Joey 

for all the rambling talks, glasses of wine, WhatsApp chats, and honest advice.  



 12 

Finally, all my love, respect, thanks, and gratitude to David. I am indebted 

to you for your belief, encouragement, love, patience, and deeply grounding 

presence.  

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 13 

Declaration 
 

 

 

This thesis is the work of Lauren Baker and the author is solely responsible for 

the contents. Unless otherwise stated, all references cited have been consulted 

by the author. The contents of this thesis have not been submitted for any other 

higher degree. 

 

 

 

Lauren Baker 

February 2022 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 14 

Abstract 
  
There is strong evidence to suggest that craft practitioners find it difficult to seize 

their potential as micro businesses and sole traders (Nielsen et al., 2018). Despite 

much work at the intersection between craft and entrepreneurial practice (Pret 

and Cogan, 2018), research shows a gap exists between the needs of craft 

business and the support provided by national organisations (Fillis, 

2004; Bouette and Magee, 2015). Despite craft practitioners’ reliance on a non-

linear, project-based approach to their entrepreneurial development, a 

conventionally entrepreneurial perspective is regularly applied to understanding 

craft businesses. Through advocacy for limited models of craft business, many 

‘unconventional’ (Guercini and Cova, 2018, p.36) models have been 

marginalised, or left underexplored in literature. This has significant implications 

for the diversity (Eikhof, 2017; Patel, 2020) and longevity (Luckman, 2018) of the 

sector. However, craft’s tendency for activism holds potential for ‘political, 

economic and social transformation’ (Jakob, 2013, p.131) with many calling for 

the sector to be utilised as a space for political debate and action (Smith, 2016). 

As gatekeepers to opportunity and development, how can a national 

organisation better recognise the potential in the unconventional aspects of craft 

enterprise? Through the investigation of a key national craft development 

organisation, this doctoral research project seeks to advance the debate about 

entrepreneurial craft activities in Scotland and harness a more unconventional 

understanding.  

Using Craft Scotland as a case study, the craft development organisation 

is presented as a dynamic and shifting actor placed within a complex 
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entrepreneurial ecosystem. The vital relationships Craft Scotland upholds 

between the craft sector, craft events, and craft practitioners are explored in 

order to understand its position of influence regarding the development of 

entrepreneurial craft identities in the sector. Of particular interest is the role of 

practitioner participation in craft development opportunity, hosted by a craft 

development organisation, in the development of individual entrepreneurial 

craft identities, and how craft practitioners utilise programmes of support when 

sustaining their creative business practice. By addressing these issues, the 

research aims to explore the role of craft development organisations in the 

entrepreneurial development of Scottish craft practitioners. Doing so offers 

valuable insights that can inform the future delivery of support to build, 

promote, and sustain the working lives of craft practitioners. Three contributions 

to knowledge are made, beginning with the role of Craft Scotland as a cultural 

story maker. The metaphor of the ‘Unconventional Bloom’ is created to describe 

the interaction between a craft development opportunity and a craft 

practitioner, which is extrapolated to explain the way craft practitioners 

integrate the programmes of craft development opportunity in to their existing 

activities. Finally, a spectrum of unconventional craft entrepreneurship is 

presented.     
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Preface 
 

i. About the Researcher 
 

Having originally trained in Textile Design, with a specialism in surface print, I 

graduated from Nottingham Trent University in 2008. I immediately entered into 

a design role for a high street cosmetics brand, designing its gift range. Although 

it was a fantastic company to work for, the role was temporary and an important 

insight into an industry that I did not feel like I belonged to. So, at the end of my 

contract, I returned to the North East of England in the knowledge that very few 

creative roles existed in the region, especially at what was a turbulent economic 

time. Following in the path of many in the creative industries, I worked full time 

while volunteering across the region. This included leading family workshops in 

museums and galleries, hosting and invigilating events at artist run studios and 

initiatives, and spending weekends volunteering at a commercial gallery in 

Newcastle. Eventually this investment of time paid off, and I was invited to 

become a full-time member of staff in the commercial gallery, taking on the role 

of jewellery and textiles curator. With a passion for making, in particular 

supporting emerging practitioners, I was able to achieve a lot in my eight years in 

the role: providing opportunity for makers; hosting regular pop-up events, 

workshops, demonstrations, and making sessions; organising open studio events 

that showcased local talent; and forming diverse partnerships with external 

organisations.  

While working in the commercial gallery, I also worked to build out my 

role as a freelance workshop facilitator, taking on engagement projects in art 

galleries, heritage venues, and as part of national programmes of events. This 
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encouraged me to further develop my own craft practice, and I began ceramics 

tutelage at the Ouseburn pottery in Newcastle. Attending weekly sessions, I 

developed collections before selling them through online platforms and craft 

markets. Soon I was invited to exhibit and sell work at galleries and events 

including Gallagher and Turner, DIY Art Studios, and the National Festival of 

Making in Blackburn. Although this was an enjoyable as well as challenging 

experience, I recognised that the model of working was an unsustainable one for 

me. I began to question not just the way I was working as a craft practitioner 

looking to launch a craft business, but also the models of work I was replicating 

in my day job as a curator of crafts which relied predominantly on working on a 

sale or return basis. This was a universal standard in the craft arts and craft 

sector, where much labour is enacted by the practitioner often for the benefit of 

the venue or organisation hosting the work, but rarely turning into a sustainable 

business practice for the practitioner. In the happy occasion of a sale being 

made, a large cut of this would be taken by the organisation or the venue. I 

wanted to tackle some of these issues, as well as address my lack of formalised 

knowledge around working in the cultural and creative sector, which presented 

itself as an obstacle to my continued development. And so, in Autumn 2014 I 

began my MA in Art, Museum and Gallery studies at Newcastle University. 

Studying on a part time basis while still working full time, I was able to develop 

both my theoretical and practical knowledge of the sector, covering events and 

exhibitions, working with artists and collections, and organisational 

management. My first year of study culminated in a 3-month placement at 

MIMA – Middlesbrough Institute of Modern Art - where I worked with its 
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extensive collection of new jewellery and studio pottery, accessioning loans from 

the Crafts Council. The time in this venue emphasised the gap that I felt existed 

between cultural and creative organisations and the communities and groups 

they reported to be supporting. MIMA’s collections and programming bore little 

connection to the region which fed an ever-increasing tension between the 

organisation and the people of Teesside. In addition to this, the investment of 

my (free) labour was an essential component of the postgraduate qualification, 

underlining the exploitative nature of such relationships.  

Completing the MA in 2016, I found myself still looking for further 

challenges. I had more questions about the sector – and my role within it - than 

ever before. Although it was not an obvious next step in my career plans, when 

the opportunity arose to apply for the SGSAH funded Doctoral Training 

Partnership (DTP), I knew I should take a chance on what could be an amazing 

opportunity to explore and learn so much more about the sector that had been 

so central to my career to date, as well as challenge so many of the sector norms 

that I was not just experiencing as a craft practitioner, but was enacting upon 

others in the sector in my curatorial role. It seemed that everything I had been 

working towards had been leading to this particular project, which combined 

craft, organisational programming, and development of alternative business 

models and so I was delighted to be offered the studentship, if not a bit reluctant 

about what it actually meant to be doing a PhD. My varied, hands-on experience 

of the creative industries, craft production, research experience, and both public 

and commercial organisational practices help to inform this research project. The 

resulting thesis tells the story not just of craft in Scotland, but of a researcher 
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exploring their own multidirectional position in a complex sector. The result has 

been a rich and unique journey, with exceptional opportunity for learning (see 

Appendix H), which the researcher is deeply grateful for.  

ii. Research During Coronavirus 
  

On March 21st 2020 the Novel Coronavirus (Covid-19) was declared a global 

pandemic by the World Health Organisation. The impacts of Covid-19 constituted 

a crisis on an epic scale, instigating a ‘radical transformation of the space-time of 

everyday’ (Fuchs, 2020, p.377). It also presented a major existential quandary to 

global leaders, who were required to choose between ‘health or wealth’ (Fuchs, 

2020, p.376). Decisions were made to shut down economies to preserve the 

wellness of societies, with implications for many industries including those 

central to this research project. The researcher witnessed the extent to which 

organisations were forced to completely redirect their workload and operational 

activities for the year, and the undoubted influence this would have upon the 

craft sector and the completion of this doctoral research project. Documenting 

the many vulnerabilities that had been exposed by the collapse of a system so 

many rely upon and taking full advantage of the global shift to virtual 

programming, the researcher tracked activity in the craft sector using social 

media, and by joining in on public forums and events. The result for the 

researcher was a rich understanding of the situation from the perspective of 

both craft practitioners and craft development organisations.  

During this time, much research was halted, with university campuses 

closing to students and staff (University of Dundee, 2020). Sectors such as the 

creative industries, heavily reliant upon self-employment, freelance contracts, 
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and temporal opportunities, were thrown into uncertainty as events, bookings, 

and contracts were cancelled leaving creative practitioners with little sense of 

direction (Brown, 2020). Within these industries, craft is dependent upon tactile 

experience and manufacturing, person-to-person exchange, and collaboration 

(Dormer,1997; Sennett, 2008; Von Busch, 2013): operations significantly 

restricted by the needs of ‘lockdown’, which included social distancing, and a 

global shift towards virtual connectivity. The closure of galleries, retail spaces, 

and creative studios meant that a substantial number of the physical spaces so 

central to the operations of a maker were no longer accessible, equating to a 

considerable work-related loss. The cancellation of temporal events, which the 

sector relies upon (Caves, 2003), included markets, exhibitions, and tradeshows. 

Travel bans brought dire consequences for the tourism industry (Gössling et al., 

2020), in turn impacting on footfall in gift shops and retail spaces, as well as the 

expected up-take in experiential packages such as studio visits, demonstrations, 

and workshops that are often advertised to tourists via online platforms such as 

Airbnb. Such cancellations lay waste to the planning and schedules of many craft 

practitioners and organisations. These sudden work-related losses left craft 

practitioners reeling, exposed by the lack of employer or union representation 

that is so common in creative work (Coles, 2016). The precarity of the creative 

sectors, despite being well disclosed (Gill, 2002; Oakley, 2006; Gill and Pratt, 

2008; Eikhof and Warhurst, 2013) were made wildly apparent during the Covid-

19 pandemic (Comunian and England, 2020).  

 Thus, it must be emphasised that what unfolds here is a research project 

which has been partially affected by the limitations of Covid-19. Much work was 
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undertaken prior to the unfurling of these major events. The research for 

Chapter 6 Part 2 and the writing of almost every chapter was undertaken during 

the Covid-19 pandemic. While this may have resulted in a seriously disrupted 

piece of research, or indeed a complete reworking, the decision was made to 

stick with the trouble. Although the changes society has witnessed since March 

2020 have meant major changes in circumstance for the field being researched, 

the researcher still recognises the opportunity that can be seized in this moment 

of collective speculation, where individuals have begun to imagine new futures 

for the craft sector and society.  
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Chapter 1 : Introduction 
 

In this opening chapter the research context is introduced, including an overview 

of the National Productivity Investment Fund (NPIF) initiative as well as Scottish 

economic policy. The topics of craft and the creative industries are presented, 

situated within the Scottish context, and Craft Scotland is introduced as the 

research industry partner. The chapter concludes with the research questions 

and aims and objectives. This thesis deals with the issue of maintaining 

sustainable livelihoods in craft, and the role of creative support organisations in 

aiding the development of craft enterprise. While sections within the literature 

review provide analysis of labour and entrepreneurship in craft and the creative 

industries, here we provide an initial introduction to the topic and situate it in 

the Scottish context. By laying out the key drivers and central themes for the 

research project, the foundation is laid for the discussion of relevant literature in 

Chapter 2 and 3.  

1.1. National Productivity Investment Fund 
 

The National Productivity Investment Fund (NPIF) was launched by the UK 

Government in the 2016 Autumn Statement by the then Chancellor of the 

Exchequer Philip Hammond. As part of this £31 billion initiative (originally £23 

billion), funds were earmarked for investment in areas deemed ‘critical’ (UK 

Government, 2016, p.2) for national productivity levels and included housing; 

transport; digital communications; and Research and Design (R&D). This 

spending was originally given a four-year time frame, running from 2017/18 to 

2021/22, and was designed to ‘fund projects that demonstrate a clear and strong 

contribution to economic growth’ (UK Government, 2016, p.26) so that it may 
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boost the UK’s levels of productivity. In particular, the £7 billion (increased from 

the original £4.7 billion) invested into R&D, which includes this very doctoral 

project (see Appendix H1), sought opportunities to ‘enhance the UK’s position as 

a world leader in science and innovation’ (ibid.). A particular focus was placed on 

cross-disciplinary working, which saw many R&D projects born of collaboration 

between UK businesses and organisations with UK research institutions. The 

initiative was modelled on the Defense Advanced Research Projects Agency 

(DARPA), a branch of the US Department of Defense tasked with ‘creating 

breakthrough technologies and capabilities’ (DARPA, 2020) for the US military. 

Formed in response to the Soviet space race of the 1950’s, the agency combines 

academic, industrial, and governmental knowledge and experience to create 

innovative solutions that often go on to demonstrate spill-over impacts beyond 

the intended application. This emphasis on a multi-disciplinary approach also 

introduced a level of accountability for research and researchers to address the 

needs of society when tackling ideas of innovation and development (Barry et al., 

2008) and is the precise value the NPIF sought to tap into and utilise for the 

development of the UK economy.  

In an academic context, it is believed research based within genuine, 

active contexts is becoming more prevalent as a means of solving systemic 

sectoral issues, particularly ones addressed by this research, such as business 

support mechanisms (Taylor, 2011), and the appraisal and solving of complicated 

problems (Harper, 2011). As a form of applied research, these novel models of 

deeply contextual research are emerging in numerous fields, and therefore often 

engage with a wealth of stakeholders, perspectives, methodologies, and 
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outcomes (Bickman et al., 2009). Thus, setting boundaries around the 

epistemological and ontological nature of such research can be complex, 

particularly when it leads to significant social change (Barry et al., 2008). It is this 

chasm between scholarly traditions of rigour and the practical usefulness 

required of applied research that often needs to be bridged by projects such as 

these. Thus, this research study aims to unite and synthesise its disparate 

themes, producing novel theoretical and pragmatic insights to guide future 

organisational activities. 

1.2. Developing Scottish Creative Enterprise 
 

As of March 2019, 98.2% of all private Scottish businesses were micro or small 

enterprises, defined as employing between 0 and 49 people, responsible for 

42.6% of private sector employment and 27.7% of private sector turnover 

(Scottish Government, 2019). Amongst these micro businesses sits a wealth of 

creative practice, such as contemporary craft practitioners. When compared with 

other regions of the UK, Scotland has a high rate of employment in the creative 

industries (DCMS, 2018). Earmarked as a sector of distinct competitive 

advantage, the creative industries have proved to be one of the biggest growth 

sectors in Scotland, second only to energy (Scottish Government, 2020). Despite 

this, a Scottish cultural strategy was only introduced by the Scottish Government 

in February of 2020. Since the devolved Scottish parliament was founded in 

1999, Scotland has worked to establish its stability and autonomy, building out 

infrastructure and developing policy intended to aid the nation and its progress. 

Tasked with creating a national cultural strategy, a consultation with artists 

showed that a perceived gap in the provision of business, commerce, and 
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entrepreneurial skillsets for creative practitioners had negatively impacted upon 

the development of the nation’s cultural and creative industries (Scottish 

Government, 2000; Beauregard, 2018). This was an early cog that set in motion a 

continued drive to equip Scotland’s creative communities with the skills 

necessary to compete internationally.  

Scotland’s Economic Strategy (Scottish Government, 2015) set out a 

framework and priorities for the economic development of the nation. The policy 

focussed upon providing sustainability and tackling inequity, built on a 

foundation of investment, innovation, inclusive growth, and internationalisation. 

In the belief that ‘increasing growth and tackling inequality are mutually 

supportive’ (p.36), the framework proposed that the exchange between these 

issues could provide a national purpose to enhance longevity and inclusivity, 

contributing solutions to many of the systemic social and economic issues of the 

nation. However, the document contained little discussion of the creative or 

cultural aspects of the Scottish economy, only briefly referencing the creative 

industries as a key sector that held potential for investment in ‘a business 

environment that supports business growth’ (p.42). By referencing initiatives 

such as the Women in Enterprise framework and Scotland CAN DO, a clear 

agenda for the further development of collaborative, gender specific support 

emerged from the document that connected with the working practices of many 

Scottish craft practitioners. In 2018, the Scottish Government launched its 

strategic plan to ‘turn up the dial on productivity and drive inclusive and 

sustainable economic growth’ through the collaborative action of the Enterprise 

and Skills Strategic Board (consisting of Scottish Enterprise, Highlands and Islands 
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Enterprise, Skills Development Scotland, Scottish Funding Council, and the South 

of Scotland Economic Partnership), helping Scotland ‘move towards the top of 

the Organisation for Economic Cooperation and Development (OECD) rankings 

for productivity and for equality, wellbeing and sustainability’ (Scottish 

Government, 2018a, p.4). This document centred collaboration as a tool that can 

be employed by support organisations to offer reflexive and adaptable forms of 

intervention in the realms of management and leadership to increase workplace 

performance. In particular, the recommendations laid out by the document 

sought to embed a culture of business that is ever developing and responding to 

change and context by folding in entrepreneurial approaches that foster 

diversity, social inclusion, fair work, and employee engagement. Apparent in this 

document is the trust placed in entrepreneurial approaches to contribute much 

more than just economic wealth, and that entrepreneurial endeavour should sit 

alongside Scotland’s already rich sense of ‘culture and ambition’ (p.30) when 

seeking to drive business creation and growth. A key action for this was to 

‘establish a campaign to foster entrepreneurship and ambition across society, 

with particular focus on inclusivity (including women, minority ethnic groups, 

and rural considerations)’ (p.10). Indeed, a recent Crafts Council (2020) report 

points out that 77-89% of contemporary craft makers identify as female, 

indicating that craft as a subsector of the creative industries would seriously 

benefit from this act to foster entrepreneurial culture and drive innovation.  

When the Scottish Government’s (2020) cultural strategy was finally 

presented, it centred around three main ambitions: (1) strengthening culture; (2) 

transforming through culture; and (3) empowering through culture. This 
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indicates an intent to instrumentalise the cultural landscape for the 

transformation of regions, and the empowerment of communities. After waiting 

for so long for the arrival of this strategy, the idea that the cultural industries in 

which craft sits had the potential to strengthen, transform, and empower 

Scottish society initially seems positive. Yet, it provided little direction for the 

creation of craft enterprise – or any enterprise – which would inevitably play a 

vital element in this strategy. Any discussion of craft was limited to heritage 

practice in the Highlands and Islands (p.20), while discussion of entrepreneurial 

activities arose solely in conjunction with tourism (p.28) and the inclusion of 

young people (p.39). While the document does highlight the importance of 

economic growth, focus is placed upon the development of working conditions 

and skills, ensuring the creative industries are a sector that propagates ideals of 

fair work and fair pay. Referring to the economic strategy of 2015 as a basis for 

ways in which this will occur, it may be difficult to fully comprehend the extent to 

which these two documents overlap. Indeed, the cultural strategy takes a far 

softer approach to notions of enterprise and business, adopting less economic 

language. However, to shy away from the language of the vision set out in the 

2015 economic strategy (seeking equality and wellbeing as well as - or even 

because of - economic and entrepreneurial growth) fails to realise the potential 

of reimagining what it means to be a creative enterprise.  
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1.3.  The Creative Industries 
 

Overviews of the creative industries, its political formation and 

instrumentalisation, stratification, and complexities are extant (e.g. Flew, 2005; 

Ross, 2007; Banks and Hesmondhalgh, 2009; Belfiore, 2015). However, it is 

important to acknowledge its significant growth in the UK, highlight the relevant 

issues of multiplicity in these industries, and the resulting failure in providing 

adequate recognition and support to industry subsets that can allow individuals 

to establish themselves as a creative enterprise. The creative industries are 

‘those industries which have their origin in individual creativity, skill and 

talent’ (DCMS, 2015) that in turn ‘generate economic value’ (Peris-Ortiz et al., 

2019, p.78) through the exploitation of this intellectual property. Recently 

reported to be making up around 3% of the Global GDP (Peris-Ortiz et al., 2019), 

the creative industries have been venerated for their ability to grow despite 

significant global economic turbulence. Celebrating the industry’s record 

contribution to the economy in 2017, the DCMS published figures reporting the 

value of the UK creative industries rose to £101.5 billion from 2016’s £94.8 

billion, growing at nearly twice the rate of the nation’s economy since 2010 

(DCMS, 2018). By 2018, this number stood at £111 billion, growing at a rate five 

times larger (7.4%) than growth across the UK economy as a whole (1.4%) 

(DCMS, 2020).  

This creative economy has had a place in UK government policy since 

1998, with the inauguration of New Labour into government. Driven by the 

desire to make the UK a global competitor for investment, tourism, and trade, 

the creative economy was rooted in capitalising on the nation’s cultural 
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production. However, the introduction of the creative economy to both political 

and academic discourse has been highly contested over the last twenty years1. In 

particular, the complex relationship between the creative and the economic has 

been problematic. While effort was made to identify both the cultural and 

economic values of the creative industries early on, a prevailing sense that the 

cultural was being side-lined in favour for the economic became an issue of 

political instrumentalisation for many (Banks and O’Connor, 2009). This 

instrumentalisation led to division in the kinds of operations or models of 

enterprise employed: either not-for-profit endeavours relying on funding and 

charitable status, or private sector activities. The criticism of commercial 

activities led to forms of creative elitism, resulting in a stratification of endeavour 

which in turn has confused understanding of the sector and replicated 

dissonance (Comunian, 2011; Comunian, 2019). Now, more than two decades 

on, the UK has been exposed to the economic crash of 2008, serious political 

upheaval, a decade of Conservative austerity, the EU referendum of 2016, and, 

most recently, a Global pandemic that has spurned the highest economic 

downturn since records began (Office for National Statistics, 2020). Despite these 

difficult years for economic growth in the UK, the creative industries continue to 

flourish, making for a major success story for the UK Government, 

communicating a narrative of creative resilience. However, this success story 

relies upon the growth of very particular subsets within these varied industries, 

                                                        
1 For further discussion of these issues -  including the transition from the cultural industries to 

the creative industries - see Flew, 2005; Ross, 2007; Banks and Hesmondhalgh, 2009; Belfiore, 

2015 
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obscuring the nuances of the subsectors, and privileging limited forms of 

entrepreneurial practice.  

Many take umbrage to the ambiguity of the broad terminology used 

when describing the creative industries, which in fact spans a hugely diverse 

selection of practices, mediums, and organisations (Garnham, 2005; Banks and 

O’Connor, 2009). There are nine industrial subsets that the DCMS includes in 

their definition of the creative industries: Advertising and Marketing; 

Architecture; Crafts; Design (product, graphic and fashion design); Film, TV, 

Video, Radio and Photography; IT, Software, and Computer Services; Publishing; 

Museums, Galleries, and Libraries; Music, Performing and Visual Arts (DCMS, 

2016). While these occupations may be united in their shared exploitation of 

their creative intellectual outputs, or indeed share some areas of overlap, there 

are central issues upon which these industries fail to align. Although celebration 

of their growth is often attributed to the high tech computer services sub sector 

(DCMS, 2018), which has successfully established itself thanks to society’s 

growing reliance upon technological innovation, there are significant issues 

redolent within these industries that are glossed over in favour of this positive 

interpretation of the sector. Amongst these issues sits the precariousness of 

independent and freelance working that has become the norm in the creative 

industries (Gill, 2002; Oakley, 2006; Gill and Pratt, 2008; Eikhof and Warhurst, 

2013; Eikhof, 2017; Comunian and England, 2020), and the barriers faced by 

marginalised groups such as women (Sang et al., 2014; Shade and Jacobsen, 

2015), people living with disabilities (Darcy and Taylor, 2009), or people who 

experience racism (Patel, 2020). While governments can report back on sector 
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success, it is argued that this success is achievable only at the expense of the 

working conditions of individuals. 

Working within the creative industries has been posited as inherently 

‘nice’ work (Florida, 2002; Ross, 2007), making for a competitive landscape that 

overlooks the sacrifices that an individual makes in order to sustain themselves. 

Supply of creative workers far outstrips the demand, with much creative work 

existing outside of the traditional confines of employment. Work is often project 

based, freelance in nature, and temporal, with no employee rights or unions 

(Coles, 2016). A reliance upon unpaid work contributes to a devaluation of 

labour that perpetuates low rates of pay and favours privilege (Siebert and 

Wilson, 2013). Meanwhile, the tendency for creative workers to uphold the 

unfavourable conditions of their work (Haunschild and Eikhof, 2009; Bridges, 

2018) compounds issues of precarity, as individuals struggle to secure 

themselves financially, as well as emotionally. Frustration with the status quo of 

the creative industries has now reached fever pitch, as academics begin to 

recognise their own futility (Banks and O’Connor, 2017), those in positions of 

power start being held to account (Sørensen and Villadsen, 2015), and 

individuals act to circumnavigate traditional models of enterprise (Alacovska and 

Bissonnette, 2021) that are perpetually reproduced within institutional contexts 

(Searle, 2017). This unfolding of society is demanding we question and 

restructure our existence to address issues of inequality and disparity so rife in 

the sector. If we want craft practitioners to flourish, there must be a clearer 

understanding of the working conditions they are embedded in, and the role 

craft development organisations play in creating those conditions.  



 32 

Recognition of this nuance has manifested itself in research exploring the 

various subsets of the creative industries (Harvey et al., 2012) and is perfectly 

demonstrated by this doctoral research project, which is one of thirteen 

comprising a Creative Economy Studentship (CES) cohort, enlisted specifically to 

shed light upon industry practice in Scotland. According to Comunian et al. 

(2020) we need to forget the conceptualisation of the creative economy as we 

have known it, and instead work to reframe it through a more socially aware and 

interconnected perspective. This perspective is one that seemingly is being 

recognised by Scottish Government, as it seeks equality, wellbeing, and growth 

for their economy. However, it is an approach that will struggle to be made 

manifest without a more thorough reconceptualisation of how craft 

entrepreneurs operate and make use of the support that is available to them.  

1.3.1. Craft Enterprise and the Creative Industries  
 

There is robust evidence to suggest that craft practitioners struggle to seize their 

potential as micro businesses and sole traders (Nielsen et al., 2018). Despite 

much work at the intersection between craft and entrepreneurial practice (Pret 

and Cogan, 2018), research shows a gap exists between the needs of craft 

enterprises and the support offered to them by national organisations (Fillis, 

2002; Bouette and Magee, 2014). As a result of these discrepancies, 

conventionally entrepreneurial craft enterprises may be more likely to receive 

organisational advice and financial support. Meanwhile, those craft enterprises 

perceived to be making a less obvious contribution to sector development are 

denied. Through organisational advocacy for these limited models of craft 

enterprise, ‘unconventional’ (Guercini and Cova, 2018, p.36) approaches have 
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been left underexplored. This has implications for the diversity (Eikhof, 2017; 

Patel, 2020) and longevity (Luckman, 2018) of the sector. Indeed, a growing 

concern for the sustainability of craft practitioners' livelihoods has placed the 

issue high on the agenda of Scottish organisations such as Applied Arts Scotland 

(2020), Craft Scotland (2018a), and Creative Scotland (2020). This is driven by 

policy from the Scottish Government (2018b), whose strategic economic plan 

sought to build inclusive national growth that could address issues such as 

income disparity and in-work poverty, moving Scotland to the top of the OECD 

rankings for productivity as well as for equality, wellbeing, and sustainability. 

Thus, this research explores the role of national support organisations in the 

development of Scottish craft enterprise, seeking to advance the debate about 

how the craft sector in Scotland can harness more unconventional 

entrepreneurial processes, while reimagining their future use.  

Design, craft, and making have begun to be explored for their role in 

sustaining a future concerned with national identity, the paucity of material 

resources, and social and economic welfare (Gibson and Carr, 2018). Yet, many 

of the typical models of craft enterprise centre around the perpetual creation, 

sale, and accumulation of craft objects. While many of these objects are notably 

more sustainable than their mass produced competitors, such activities feed into 

models of enterprise that see significant demands being placed on craft 

practitioners with little benefit for them. Indeed, craft’s tendency for activism is 

thought to hold potential for ‘political, economic and social transformation’ 

(Jakob, 2013, p.131) with many calling for the sector to be utilised as a space for 

political debate and action (Smith, 2016). However, this desire to understand the 
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transformative force of craft practice is contingent on the structures of support 

surrounding these actors. Despite their propensity to operate as sole traders, it is 

recognised that craft practitioners are deeply social (Kong, 2005), underlining the 

important thread of human value that runs through the industry, with individuals 

operating within vast networks of activity. While these networks have been 

explored as communities of practice (Stevens, 2011) or practitioner-led guilds 

and groups (Thomas and Jakob, 2018), little attention is given to the public 

organisations which provide a scaffold of support for both individuals and other 

organisations (Munro, 2017; Richter et al., 2019). In an exploration of 

entrepreneurial ecosystems, Spigel (2017) reminds the reader that ‘support firms 

allow start-ups to access capabilities they do not possess internally’ (p.54). As 

such, craft development organisations can be seen as an essential external 

resource when creating and sustaining a positive working environment for craft 

practitioners, who must source these (often informal) forms of guidance to 

survive and sustain themselves in a competitive marketplace (Yair, 2012). Yet, 

framing craft development organisations as an external resource diminishes the 

vital role they play in the creation of craft development opportunity.  

Often, a craft development organisation’s accomplishment of 

engagement is presented numerically: number of events; visitors; sales made; 

social media reach (e.g. Craft Scotland, 2018a). These accomplishments are also 

regularly framed in a positive way, with little reference made to the problems or 

failures that may have pervaded their programmes (Jancovich and Stevenson, 

2020). Outside of the traditional economic doxa, meaningful understanding of 

value and impact in the creative industries can be hard to ascertain (Belfiore, 
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2015), especially when an industry’s value is heavily entwined with an 

individual’s value system. An argument is emerging for craft development 

organisations to recognise the activities of their sector beyond the ‘thin’ 

description of an economically charged exchange (Gibson-Graham, 2014), and 

instead present more truthful accounts of how they navigate these issues 

(Jancovich and Stevenson, 2020). There is call to recognise the unconventional 

(Guercini and Cova, 2018) and innovative ways of working (Smith, 2016) that are 

emerging in contemporary models of practice of craft, enterprise, and the spaces 

where the two overlap, allowing for a break from the status quo of craft 

enterprise and its typical programmes of support.  

1.3.2. The Value of Craft 
 

Establishing the true value of the craft industries has proved difficult. In 2014, 

the Crafts Council’s attempted to measure the UK craft sector using a process 

that had several flaws. The study’s methodology drew on a complex selection of 

national datasets, that relied upon a limited number of registered industries and 

occupations to create a ‘craft footprint’ (p.76) using data regarding the number 

of businesses, number of employees, the average wage of employees, the total 

turnover of the craft footprint, and the total GVA of the craft footprint. The study 

sought to improve upon a previous lacklustre report from the UK Government’s 

department for Digital Culture Media and Sport (DCMS, 2013), and advocate for 

the relevance of craft in the UK. However, the result was a report that was 

difficult to understand and loaded with caveats regarding the definition of craft 

practice. Alongside a host of other reports on craft (e.g. Crafts Council, 2012; 

Crafts Council, 2014b; KPMG, 2016; Craft Scotland, 2017b; Crafts Council, 2020) 
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the craft landscape has become confused by changes of definition, changing 

economic estimates, and unclear representations of what constitutes a craft 

occupation. Even now, the statistics on craft workers in the UK proffered to 

audiences by the Creative Industries Council (2020) reference varied sources 

with no consensus. For example, DCMS (2020) reports on an approximate total 

of 10,000 craft jobs in the UK, while the Crafts Council (2014b) reports 182,860 

craft employees. While the Creative Industries Council states that 80% of craft 

practitioners are male, and 40% of these practitioners are over 50 years of age, a 

more recent Crafts Council (2020) report states that 77-89% of contemporary 

craft makers identify as female. This disparity is indicative of the kind of 

industries being formally measured - practices such as blacksmithing or 

carpentry, which are for more likely to be populated by established male 

practitioners – in opposition to independent contemporary practice, which is 

predominantly female and less likely to be formalised via process of government 

regulation.  

Another issue impacting measurement of the sector is that many craft 

enterprises are unregistered, and therefore much harder to trace using the 

methods applied to other industries. According to Craft Scotland’s own research 

study, 94.9% of Scottish craft practitioners are not registered for VAT, and 86.9% 

work alone (Craft Scotland, 2017b), rendering the task of measuring economic 

impact extremely difficult. In addition to this, there is growing momentum to 

reject a top-down economic agenda believed to be central to publicly funded 

organisations thanks to Governmental allegiance (Patten, 2016). This positioning 

of the creative industries as a neo-liberal construct argues that a continued 
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trajectory of capitalist growth is doomed to catastrophe (Banks, 2010; Luckman, 

2018), failing to acknowledge that resources, economies, and communities are 

unable to grow infinitely. In this scenario, craft practitioners must perpetually 

produce objects for sale in relative isolation. However, in opposition to this craft 

practitioners have begun to embrace alternative models of enterprise that 

centre community, collective action, and social responsibility. Yet, the 

programmes of craft development organisations rarely reflect these aspirations, 

instead replicating activities that compartmentalise the work of the individual, 

and the work of the collective.  

 As a sector known for its broad, sometimes indefinable, practice 

(Dormer, 1997), building appropriate support frameworks for craft is no mean 

feat. Indeed, it is regularly recognised that many craft practitioners reject the 

notion of capitalist growth (McAuley and Fillis, 2005; Jourdain, 2015; Kovesi and 

Kern, 2018), choosing self-definition that aligns with their own personal goals, as 

well as moral and ethical values. Charting an ‘alternative entrepreneurial course’ 

(Luckman, 2018, p.323), their pathways rarely reflect the conventional models of 

enterprise that make up the stereotype of the entrepreneur (Nielsen et al., 

2018). As such, onus lies on public organisations to operate more dynamically, 

drawing from multiple resources both inside and outside of the sector to instead 

develop formats for support that can sustain and nourish its community of 

practitioners and echo the care with which these practitioners interact with 

others in their sectors (Alacovska and Bissonnette, 2021). In doing so, they can 

reinvigorate a shared standard of legitimacy (Stevens, 2011) for entrepreneurial 

practice within the sector.  
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1.4. Craft in Scotland 
 

While this thesis is embedded in the creative industries in the UK, it is specifically 

focussed on craft practice in Scotland. Defining craft is seriously contentious 

(Greenhalgh, 1997). However, for the sake of this thesis, our discussion of craft 

and craft practitioners relates specifically to contemporary craft practitioners 

who are operating commercially – that is to say, they are seeking to make a living 

from their craft practice. They may be described as ‘designer makers’ (Luckman 

and Andrew, 2020, p. 10), referencing an individual’s process of both imagining 

and iteratively prototyping what they create, and then employing the skills 

necessary to make it2. Craft’s contested nature, perpetually shifting historicism, 

and its varied application across industrial, social, and creative boundaries means 

that geographical context is vital in a research project that seeks to address these 

issues of developmental support. Often it is the social geography and history of a 

region that influences contemporary circumstance, with operations and actions 

within these contexts reliant on a region’s relationship with its own past 

(Vinodrai, 2015). As such, gaining an understanding of the character of craft 

practice in Scotland is essential for this research. Craft Scotland (2018d) list 

several key factors that they deem fundamental to craft, including the hands of 

the maker, design, proficiency in materials, and a unique and creative vision. This 

definition is supplemented by a selection criterion, that highlights the 

organisation’s expectation for technical excellence, skilful making, uniqueness of 

idea, ethical and sustainable production, and objects being well designed, as well 

                                                        
2 For more detail on craft, its definitions, and issues regarding craft’s complicated histories, and 

our understanding of it  as an object and as a process see Greenhalgh (1997), and Shiner (2012) 
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as the obligation that any work represented be designed in Scotland (production, 

however, can be anywhere, provided it is under the direction of the maker). 

Listing the modes of production currently supported by Craft Scotland, fifteen 

forms of craft practice indicates the breadth and variation the organisation 

recognises within the sector: Basketry and Willow Weaving; Bookbinding; 

Ceramics; Furniture Making (including lighting); Glass Working; Jewellery; 

Leather Working; Metal Working (including blacksmithing and large-scale work); 

Millinery; Mosaics; Paper Making (including paperwork and wallpaper, but not 

stationery); Silversmithing and Goldsmithing; Stone Working (such as carving, 

lettering, sculpture, plasterwork and dry-stone walling); Textiles (such as 

weaving, knitting, crochet, printed, embroidery, tapestry, felting, quilting, tufting 

and lace); and Wood Working. This definition provides a broad, yet clearly 

bounded, field in which to judge creative output, reflecting the assertion that 

myriad forms of creative practice do indeed make sound definition complicated 

(Wilkinson-Weber and DeNicola, 2016).  

The markets in which the organisation promotes craft are also equally 

varied, platforming the role of craft in education, trade, as well as private and 

public art collections. In these domains, opportunity for a craft practitioner may 

include taking part in a temporary exhibition, hosting a practical workshop, 

creating work for commission, or selling an item to be included in the permanent 

collection of a national gallery or museum. However, the role of craft, and 

craftspeople, in society has changed dramatically. The historical, political, and 

cultural contexts a craft practitioner operates within can have a significant 

impact upon their entrepreneurial identity, and vice versa (Blundel, 2002; Pret 
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and Carter, 2017; Pret and Cogan, 2018). These contextual factors influence the 

processes and activities that are entered into by an individual in order to attain, 

and continue to maintain, the identity of ‘craftsperson’. By entering into varied 

spheres of influence, an individual can change their entrepreneurial identity 

which is then disclosed via their life stories (Mathias et al., 2015; Ghaempanah 

and Khapova, 2020). Therefore, the opportunities that are made available to 

practitioners via craft development organisations are vital when an individual is 

establishing themselves in the sector. This is a perspective that guides this 

research, seeking clearer insight into the collaborative exchanges that occur 

between a craft practitioner and a craft development organisation when it offers 

programmes of support. How do craft practitioners draw on support when 

developing entrepreneurial craft identities?  

The rationale of this study is that a deeper understanding of the driving 

values and perspectives of Scottish craft practitioners can better inform our 

understanding of their collaborative processes. In turn, such insight can enable 

more suitable forms of craft development support, providing a foundation for a 

more interconnected ecosystem of entrepreneurial craft activities in Scotland. 

1.4.2. Scottish Makers 
 

In Scotland, it is estimated there are 3,500 craft makers (Craft Scotland, 2017). 

Craft Scotland’s State of the Sector (2017b) report provides statistics from 109 

respondents. While the report’s low response rate raises questions around its 

generalisability, it is one of the only resources available enabling the Scottish 

craft sector in building a picture of the nation’s craft practitioners and their 

experiences. Selected details from the report indicate that practitioners in 
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Scotland are predominantly female (79.2%), and work alone (86.9%), with most 

earning less than £20,000 per annum (82.7%), reflected in the fact that only a 

tiny proportion are registered for VAT (5.1%). As such, it is almost impossible to 

accurately trace the changes in the sector quantitively through the most used 

sources, such as the Office for National Statistics (ONS). This may be a reason as 

to why a limited number of quantitative studies exist (Pret and Cogan, 2018). 

According to Craft Scotland (2017b), many practitioners in Scotland had been 

operating for over 10 years (48.1%), suggesting longevity in the sector is possible. 

Those who had been practicing for less than 5 years (33%) were in good 

numbers, showing that the difficulty of operation in the sector has not been a 

deterrent for those entering the sector. Due to the low turnover of these micro-

businesses, many also support themselves financially with a non-craft-based 

income (62.6%), demonstrating the industry’s pervasive issue regarding the 

sustainability of craft livelihoods. As a result, practitioners must find an outlet for 

their abilities to support themselves, demanding the ‘t-shaped’ (Gardner and 

Estry, 2018) practitioner, who can exhibit deep rooted discipline capability with 

boundary crossing competencies. 

As a nation, Scotland’s approach to craft practice and its 

commercialisation is distinct from that of the rest of the UK. The 

commodification of Scottish craft to satisfy a tourism market has built an 

enduring character profile that has proved difficult to overturn. McAuley and 

Fillis’s (2005) exploration of remote Scottish craft enterprise demonstrated that 

the exploitation of Scottish craft tradition and heritage contributed significantly 

to the promotion of an area, and even held potential for reimagining the region. 
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However, in an exploration of the history of the craft-souvenir relationship, 

Andrea Peach (2007) delineates the creation of a tourism market that 

represented the ‘myth rather than the modernity’ (p.255) of Scottish craft 

practice. This market presented a deeply traditional utopia that, it is argued, 

impeded the development opportunities for contemporary practice, and 

compromised integrity in favour of commercial viability. This is seen to be a 

deeply problematic compromise in the creative sphere, where artistic 

authenticity is lauded, and commercial popularity deemed a ‘sell-out’ 3(Austin 

and Devin, 2009). However, the influence of national identity shows no signs of 

slowing, apparent in the mission statements of both Creative Scotland (2018) 

and Craft Scotland (2018b). Despite this, the myth of Scottish craft is also a factor 

that Craft Scotland actively work to redress in its role as sectoral leader, 

specifically targeting ‘diverse and high-quality contemporary craft’ (2018a, p.3). 

This demonstrates the sometimes paradoxical way the organisation must 

operate in order to reflect the sector’s multiplicity. 

The distinct issue is the plurality of craft: it is many different things to 

different people, all of whom prioritise uniquely subjective values. This problem 

is beautifully laid out by Julia Bryan-Wilson (2013) in her polemic ‘Eleven 

Propositions in Response to the Question: “What Is Contemporary about Craft?”’ 

which goes some way to establishing the epic pervasiveness of craft. Each of the 

eleven propositions proselytises a unique perspective on craft: from its 

alignment with contemporary art, to its kitsch domestic traditions; from its 

                                                        
3 This is an extraordinary irony when you consider the monumental sums of money involved in 

the ‘artworld’, an issue discussed further by Stevens (2011) 
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tactile embodiment of our shared histories to its rampant digitalisation; from its 

role in establishing alternative microeconomies to its capitalist deployment in 

profit-making. Yet, despite a concerted effort to promote craft practice as 

contemporary, it can fail to present an innovative profile within the broader 

creative industries. In Peris-Ortiz et al. (2019) overview of the cultural and 

creative industries, a distinction is made between industries that employ 

‘handicrafts’ which are rooted in tradition, and industries deemed as ‘innovators’ 

(p.5), rich in cultural capital and often employing digital tools and methods. Here, 

craft is held back by its historical roots, with its presence denoting a lack of 

innovation. And yet, many case studies have shared the narratives of craft 

practitioners innovating within their otherwise traditional practices such as 

KPMG (2016) and Sleigh (2018). Indeed, in their comprehensive review of 

literature on artisanal entrepreneurship, Pret and Cogan (2018) point to the lack 

of innovation within academic discourse. Posited as a paradox rife in the sector, 

little weight is given to the idea that craft and innovation may go hand in hand, in 

the way that is often demonstrated by the contemporary craft practitioners 

represented by the likes of Craft Scotland. While innovation might be considered 

common place – albeit often hidden - within the creative industries (Miles and 

Green, 2008), this research seeks to uncover the radical change taking place in 

the mechanisms that are employed by a practitioner in order to secure their 

unique identity and proposition within the marketplace. Specifically, the research 

seeks to better understand the role of craft development organisations in this 

process, and the extent to which – if at all – such an organisation enables 

unconventional entrepreneurial processes.   
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1.4.3. Craft Scotland 
 

Founded in 2008, Craft Scotland is the only national development agency of its 

kind committed to supporting makers and promoting craft in Scotland. Since 

starting life as an online resource for craft makers and buyers, it is now one of 

the driving forces for craft production and sales in Scotland. Annually offering 

over 250 opportunities to makers, at nearly 80 events, hosted with 30 partners, 

creating over £90,000 worth of craft sales (Craft Scotland, 2018a), Craft 

Scotland’s programme is perpetually shifting. This includes a schedule of 

opportunity, including exhibitions, tradeshows, workshops, training, an online 

marketplace (although as of 2020 this facility has begun to be wound down), and 

a bi-annual conference, staying true to the organisation’s mission of providing 

‘leadership for the sector’ and ‘putting makers at the heart’ of everything it does 

(Craft Scotland, 2018a, p.3). However, with programme change and expansion 

comes layers of complexity for organisational management (Cray and Inglis, 

2011), and a common question from both the Director and Programme Manager 

of Craft Scotland is regarding the relevance and suitability of the organisation’s 

programming. Thus, the initial imperative for the research stems from the 

organisation’s own need to better understand its role in the development of 

craft practitioners in Scotland.  

As a member of the Regularly Funded Organisations (RFO) of Creative 

Scotland (the national public body for the arts, screen, and creative industries), 

Craft Scotland’s most recent funding provided it with £1 million for 2018-2021 

(Craft Scotland, 2018c). As such, there is an expectation that Craft Scotland will 

deliver on objectives highlighted by Creative Scotland and the Scottish 
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Government (Creative Scotland, 2018). In addition to this, Craft Scotland’s own 

mission statement, communicated via its online and printed outputs, can be 

distilled into five clear goals. This statement pledges to (1) ‘put makers at the 

heart of all we do’, by ‘championing diverse and high-quality contemporary 

craft’, clearly signalling a decision to represent practice that goes beyond the 

traditional perception of the Scottish craft remit. It also (2) commits to the public 

elevation of craft, encouraging society to ‘learn about, appreciate and buy craft’ 

in addition to providing ‘a platform for craft enthusiasts to engage’, while (3) 

advocating for the value of craft to society by ‘promoting the contribution of 

craft to Scotland’s cultural, economic, and social well-being’. The organisation (4) 

seeks to create novel markets through ‘opportunities for makers to develop their 

creative and business practice, and to exhibit and sell work in Scotland and 

beyond’, and, in doing so, (5) places itself at the top of a hierarchical power 

construct, vowing to ‘provide leadership for the sector’. Seeking to understand 

the role of an organisation such as Craft Scotland in the development of Scottish 

craft enterprise, it is the fourth tenet listed above that is of interest to this 

research project – the creation of novel markets through ‘opportunities for 

makers to develop their creative and business practice’. These opportunities 

created by Craft Scotland as a part of its programming are designed to develop 

the creative and business practices of the craft practitioners that participate, and 

as such a vital element in the complex environment that influences a craft 

practitioner’s unique identity.   

Serving the estimated 3,500 crafts makers across Scotland, there is of 

course a limit to what Craft Scotland can achieve. It would be impossible for the 
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support organisation to provide opportunity for every single maker due to limits 

on its own finances, resources, opportunities, and staffing. Although a registered 

charity, Craft Scotland do employ several business models that provide further 

streams of income that can be reinvested to strengthen the key areas of support 

it provides. Examples include subscription fees that are charged to host both 

craft practitioner and venue profiles on the Craft Maker Directory; collecting 

application fees for the Craft Scotland Summer Show; taking a commission from 

a craft practitioner's sales when exhibiting with the organisation. This plurality is 

something that is common within craft development organisations, and regularly 

cited as a major obstacle when reflecting upon and managing operations 

(Thelwall, 2015). To overcome these obstacles, Craft Scotland has relied on 

several approaches, including applying for additional pockets of funding; offering 

limited contract work to freelance individuals to bolster staffing for temporal 

projects; working collaboratively with other support organisations to produce 

programmes; and enlisting craft practitioners to contribute free labour at events 

they are participating in. Of course, adopting such approaches has implications 

for others in the sector, in particular the consistency of available opportunity. 

The unpredictability in procuring funding for one-off or short-term projects, 

hiring staff on short term contracts, securing partnerships necessary to access 

valuable resources, or relying on unpaid labour all contribute to sector instability 

that must be tackled by craft practitioners as individuals (Petriglieri et al., 2018a). 

The reproduction of this instability across industries has major ramifications for 

the working environments of craft practitioners as they work to establish their 

craft enterprise in what could be perceived to be a hostile environment. Yet, as 
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has been previously established, the Scottish Government (2018a) aspires for the 

equality, well-being and sustainability in Scottish enterprise. Therefore, craft 

development organisations such as Craft Scotland have a responsibility to act in 

order to minimise the sector standards that continue to replicate the negative 

working practices. 

In its role as sector leader, Craft Scotland bear the responsibility for the 

development of craft in the region – something underlined by Creative Scotland 

(2018) in the report Regular Funding 2018-2021: The Network. As the only 

dedicated craft support organisation, opportunity in the Scottish craft sector is 

inherently linked to the capability and success of Craft Scotland as an 

organisation offering support. Yet, through an organisational model that sees it 

relying heavily upon the exploitation of willing craft practitioners (e.g. charging 

application fees or taking a commission of event sales), the continued success of 

Craft Scotland is tied to the performance of the craft practitioners it works with. 

Costs for exhibitions and events are funded by public funds, and often buttressed 

by the fees charged to the craft practitioners involved. If the programme of 

events that are invested in underperform, so too does Craft Scotland and the 

stakeholders who have invested their time, money, and effort that may not be 

recouped. Thus, the activities of this craft development organisation and the 

craft community take significant risk when developing and enacting these 

opportunities. This detail not only highlights the pervasive role of 

entrepreneurial endeavour in the craft sector, but also the symbiotic nature of 

the relationships that can be found. It is emblematic of a much broader network 

of deeply intertwined dependence, where the success or failure of an actor with 
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the Scottish craft sector can depend on the serendipitous availability of a whole 

host of necessary resources, as well as an auspicious environment. The need for 

such an environment leads the research to ask what is such an environment, and 

how can it be manipulated by a craft development organisation to best serve the 

sector. 

Organisations and institutions wield considerable power when it comes 

to shaping creative ‘narratives and strategies’ in underrepresented sector such as 

craft (Vinodrai, 2015, p.419). Craft Scotland is a valuable intermediary conduit 

between craft practitioners and larger national bodies and governments which 

construct policy and funding streams at a macro level. This role of intermediary is 

discussed by Oakley (2004), who frames local and regional forms of development 

as sitting ‘awkwardly’ (p.75) between the top-down agenda of governments and 

the grassroot impetus of practitioners, collectives, and communities. This insight 

leads us to question the influence of a single craft development organisation like 

Craft Scotland in the deeply connected Scottish craft sector. Therefore, the 

research interrogates the role of an organisation like Craft Scotland in the 

Scottish craft sector. Operating under the assumption that it is craft 

development organisations such as Craft Scotland that orchestrate the craft 

industries which they support, there has been call for a situated analysis of the 

ways organisations provide support that is genuinely useful (Bouette and Magee, 

2014; Jakob and Van Heur, 2015), and how successful they are in doing so.  

1.5.    Interdisciplinarity 
 

This research combines a nation’s craft practice, and its development via 

programmes of support offered by craft development organisations, with the 
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domain of business and enterprise. When a research problem sits at the 

intersection of two or more disciplines in this way, adopting an interdisciplinary 

approach can help bridge the differences between these dissimilar domains 

(Menken and Keestra, 2017), and address the identified gap in knowledge. 

Mansilla (2005, p.16) defines interdisciplinary research as: 

“the capacity to integrate knowledge and modes of thinking drawn from 

two or more disciplines to produce a cognitive advancement – for example, 

explaining a phenomenon, solving a problem, creating a product, or raising 

a new question – in ways that would have been unlikely through single 

disciplinary means.”    

 

Indeed, this research project is embedded in the industry of craft in Scotland, 

exploring the sector’s capacity for developing enterprise. Drawing on the 

faculties of Duncan of Jordanstone College of Art and Design (DJCAD) at the 

University of Dundee and the Business School at the University of Edinburgh, the 

researcher has access to two vastly different academic worlds. The industry 

partner is Craft Scotland, the national organisation for the development of craft, 

from which the original research imperative stems. Co-ordinated and funded by 

the Scottish Graduate School for Arts and Humanities (SGSAH), it is one of 

thirteen projects conceived to collaboratively address different areas of the 

creative economy in Scotland. Such an interdisciplinary research terrain has 

implications for the epistemological grounding of the project (Miller et al., 2008), 

resulting in a pluralistic approach. The multiple stakeholders in this research exist 

within different paradigms, combining craft, design, business, humanities, 

academia, and industry. Comparisons between these varied domains’ 

approaches to research showed that both the production and dissemination of 
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knowledge would be tackled differently, as each domain holds its own 

expectations and standards when it comes to conducting and communicating 

research (Huutoniemi, 2010). This required significant labour from the 

researcher to both uphold these standards while maintaining the integrity of the 

research project. 

In interdisciplinary scenarios, the prioritising of one discipline over another 

can become a common pitfall, failing to take full advantage of the potential 

epistemological pluralism (Miller et al., 2008). However, these collaborative 

projects, as ‘powerful engines for innovation and economic growth’ 

(Edmundson, 2012, p.6), must be managed in a way that is appropriate to both 

the research and the researcher to overcome potential barriers to success 

(Rowe, 2008; Bruneel et al., 2010). When solutions address just one voice, the 

problem being tackled can become more complicated (Cornelius-White et al., 

2013). Yet, working across disciplines is not simple. Indeed, the researcher’s 

exploration of disciplinary research norms and standards revealed a previously 

unknown and surprising world of opposition and challenge. As a researcher new 

to the theory of entrepreneurship and business, and previously firmly rooted in 

arts and humanities, a number of personal obstacles had to be overcome when 

tackling Interdisciplinarity. Repko, Szostack, and Buckberger (2016) state that the 

three most difficult obstacles when first adopting Interdisciplinarity is: (1) 

comprehending entirely new disciplines, (2) relinquishing previously held 

assumptions about Interdisciplinarity – particularly from experience in other 

disciplines - and (3) successfully communicating your interdisciplinary research 

across fields. In particular, the acquisition of knowledge in the domain of 
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business and entrepreneurship was a new and unexpected terrain for the 

researcher. Surrendering misconceptions – and even prejudices – against these 

vast topics was a major hurdle to be overcome. Instead, what results is an 

exploratory approach that sits firmly within the domain of craft, engaging with 

multiple themes of business and enterprise in a form of sensemaking (Oughton 

and Bracken, 2009). Through the framing and reframing of activities within the 

craft sector via the lens of entrepreneurship, a number of explanations have 

been arrived at. However, by maintaining this process of framing and reframing 

throughout the research journey in collaboration with the project’s various 

stakeholders, a variety of perspectives can be arrived at that enables fresh 

interpretations.  

Interdisciplinarity demands a collaborative approach - a particularly useful 

tool for an otherwise lone researcher. Interacting with a variety of stakeholders 

offers support and alternative viewpoints that can enrich the process and enable 

understanding. However, the multiplicity of the process can also be 

overwhelming, particularly when dealing with real subjects. Some of the issues of 

Real-World Research are addressed by Ryback (2013) in his paper on the use of 

mindfulness while conducting research with people. This includes issues such as 

defining what is ‘right’ or ‘better’ as being highly didactic; the potential need for 

resolving conflict between participants; the necessity of building trust, and the 

question of representing multiple voices fairly and with authenticity. These 

issues echo O’Leary’s (2005) discussion on the benefits and challenges of 
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conducting researcher ‘for’ or ‘with’ others4. Often research ‘for’ others may 

appear commissioned by the stakeholder for whom the research is for, 

potentially resulting in a piece of advocacy - or at least expectations from the 

stakeholder that the research will be advocacy. Indeed, O’Leary highlights the 

common goal of such research for social transformation of the supposed 

‘marginalised’. This can be potentially problematic if it sees the researcher 

imposing personal political agendas, raising further questions around objectivity.  

While research ‘with’ others offers a decentralised, collaboratively 

produced research imperative that can overcome this objectivity, it presents 

alternative challenges when it comes to relinquishing control of the research, or 

indeed the work that is necessary to build, manage, and motivate the research 

team. What Ryback (2013) is promoting via mindfulness is a sense of acceptance 

of what might be considered the ‘other’, without judgement or 

misinterpretation.  As more perspectives are uncovered via an interdisciplinary 

and engaged approach, the problems can grow even more complex. This 

highlights the need for a mindful approach from the researcher when handling 

such plurality, while also doing what is possible to maintain control. Thus, the 

decision was made to focus on delivering a piece of research that was ‘for’ Craft 

Scotland as a stakeholder, rather than ‘with’ Craft Scotland. Despite the 

complexities that have arisen while navigating this research terrain, this thesis 

seeks to present the information in as linear and consistent a way as possible to 

make it comprehensible. However, the project was a deeply explorative and 

                                                        
4 See Chapter 4.1 for further discussion of O’Leary (2005) and Real-World research 
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iterative process for the researcher, demanding significant sensemaking to 

satisfy the needs and expectations of each of the stakeholders while also 

remaining true to the desires of the doctoral researcher. 

1.6. Research Questions 
 

As an exploratory piece of research, employing elements of Grounded Theory 

when collecting and analysing data, the research questions have inevitably 

shifted over the course of the research project. The research began with a very 

wide question, stemming from the industry partner, which was tentatively 

explored to arrive at a set of sub-questions.  

1. How does Craft Scotland enable the entrepreneurial development of craft 

practitioners in Scotland?  

In order to answer this wide question in a way that addresses the plurality of the 

research context, the question has been broken down into areas of exploration 

that will inform the subunits of a case study: 

a. What is the role of Craft Scotland in the Scottish craft sector? 

b. How do craft practitioners draw on programmes of support when 

developing an entrepreneurial craft identity?  

c. What is the influence of a craft development opportunity upon the 

development of a craft practitioner’s entrepreneurial identity?  

1.6.1. Aims and Objectives 
 

Explore the role of craft development organisations in the entrepreneurial 

development of Scottish craft practitioners, offering insights that can inform the 

future delivery of support to build, promote, and sustain the working lives of 

craft practitioners. 
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a. Explore the relationship between Craft Scotland and the wider Scottish 

craft sector, drawing on observation of craft events, Craft Scotland 

Annual Reviews, and interview with Craft Scotland staff. 

b. Collect craft practitioner understanding of identity, goals, collaboration, 

and opportunity via survey and in-depth interview, establishing various 

approaches to entrepreneurial development and the collaborative 

relationship between craft practitioners and craft development 

organisations. 

c. Observe an example of a Craft Scotland opportunity and collect event 

participant testimony, including suitability of craft development 

opportunity, establishing positive and negative influence of event 

participation on development of an entrepreneurial craft identity. 

d. Present insights and recommendations for actors and stakeholders in the 

Scottish craft sector, informing the future delivery of support to build, 

promote, and sustain the working lives of craft practitioners. 

1.6. Structure of the Thesis 
 

This thesis consists of eight chapters, the first of which has introduced the 

research context, including an overview of the National Productivity Investment 

Fund (NPIF). Scottish economic and cultural policy has been presented, giving a 

summary of craft enterprise as well as an introduction to the industry partner 

Craft Scotland. Using this opportunity to further orient readers of the thesis, 

presented here are brief details regarding the forthcoming chapters alongside a 

visual diagram of the thesis (see Figure 1.1) 
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 Chapter Two presents the issues of craft labour that pervade the sector, 

detailing the sector’s rejection of the term ‘entrepreneur’. Exploring the 

typologies of craft enterprise found in the academic literature, the tendency for 

application of a conventional understanding of entrepreneurship is 

problematised. Aligning the activities of craft practitioners with those seen in 

unconventional entrepreneurship, the chapter calls for an unapologetically craft-

focussed, multidimensional approach to the conceptualisation of entrepreneurial 

craft identities. This concludes with an introduction to identity work and play, a 

useful theory for understanding the work enacted by craft practitioners to 

maintain and develop their entrepreneurial identity.  

 Chapter Three explores the literature surrounding craft development 

organisations, delineating their status as a social construct that both creates and 

is created by its own environment. Recognising the important dialogical 

relationship within which individual craftspeople and craft development 

organisations exist, a gap in knowledge surrounding this vital relationship is 

identified. Of particular importance is the creation of opportunity, and the 

important role craft development organisations play in creating opportunity on 

behalf of craft practitioners. Framing these interactions as temporary 

collaborations that are essential in establishing and building useful networks and 

legitimacy, the chapter concludes with an introduction to entrepreneurial 

ecosystems as a useful metaphor for understanding the sector.  

Chapter Four outlines the research methodology, presenting the 

approach of Real-World Research that has combined elements of Pragmatism 

and Grounded Theory. The use of an embedded case study is discussed, 
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emphasising the methodology’s usefulness when tackling real-world contexts in 

an explorative way. The methods employed are presented, alongside approaches 

to analysis and sensemaking, as well as detail regarding the ethics process. Each 

study – or subunit of study – is then specified, following Yin’s (2014) framework 

for case study.  

Chapter Five uses Craft Scotland’s relationship with the craft sector as a 

subunit of analysis, asking what the craft development organisation’s role is in 

the Scottish craft sector. Craft Sector Annual Review documents are drawn on, 

alongside interview with then Director of Craft Scotland Fiona Logue. Drawing on 

the metaphor of the entrepreneurial ecosystem, Craft Scotland are presented as 

a vital sector connector, setting standards for practice in the sector, whilst also 

hoping for an innovative future. 

Chapter Six is presented in two parts, both asking how craft practitioners 

draw on programmes of support when developing a unique entrepreneurial craft 

identity. Part One is a micro-level study, drawing on data from an online survey 

of craft practitioners in Scotland. Findings provide insight in to factors influencing 

an individual’s reasoning for entering into collaborative opportunity with craft 

development organisations, emphasising the creation of multiple identities and 

the development of these complicated identities. Part Two further elaborates 

upon the ways craft practitioners use their relationships with craft development 

organisations and programmes of support as a process of entrepreneurial 

development, highlighting the importance of visibility, opportunity management, 

and mutual aid.  
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Chapter Seven’s purpose is to further explore a single example of the 

Craft Scotland programme as an illustration of temporary collaboration. Having 

established the vital role of craft development opportunity as space for the 

exploration of options for new entrepreneurial identities, this subunit of study 

interrogates the influence participation in one such opportunity - an 

international wholesale tradeshow- has on the process of entrepreneurial 

identity construction for the craft practitioners involved. Of particular 

importance are the stories that are used to influence a craft practitioner to take 

part in such an opportunity, and the stories they themselves are able to create as 

a result of their participation.  

The main body of the thesis concludes with Chapter Eight, where an 

overview of these research activities and findings draws out a number of 

synthesised insights from Chapters 5, 6, and 7 collectively. This is done via a meta 

synthesis of each chapter’s findings, resulting in four areas of discussion. These 

are (1) collaboration and the promotion of alternative or multifaceted ways of 

working; (2) developing distinctiveness in the sector, and challenging or rebelling 

against the idea of the conventional entrepreneur; (3) the work involved in 

creating, managing, and maintaining visibility within the sector, and (4) the 

creation and use of stories. Three contributions are made as a result. These are 

(1) Craft Scotland as Cultural Story Maker, (2) the Unconventional Bloom, and (3) 

the Spectrum of Unconventional Craft Entrepreneurship. Also offered are a list of 

recommendations for the sector, as well as insights in to future research.  
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Figure 1.1. Structure of the thesis 
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Chapter 2 : Craft, Entrepreneurship, and Identity 
 
In this chapter the issues of craft labour that pervade the sector are explored, 

calling for an unapologetically craft-focussed, multidimensional approach to the 

conceptualisation of entrepreneurial craft identities. Problematising the 

application of dominant entrepreneurial ideologies, craft enterprise is aligned 

with unconventional entrepreneurship highlighting a gap for recognition of the 

unique facets of entrepreneurial craft practice. Framing craft practitioners as 

critical entrepreneurs, the research is positioned toward the understanding of 

the processes of exchange that occur between individual craft practitioners and 

craft development organisations when an individual is developing their 

entrepreneurial craft identity. The twin theories of identity work and identity 

play are introduced as a way of explaining a craft practitioner’s participation in 

temporal, project-based opportunity that is often deeply collaborative. This 

highlights the resulting complex web of networks that both a craft practitioner 

and craft development organisations are embedded in.       

2.1. Positioning Craft 
 

The last decade has seen an uptake of interest in the properties, processes, 

governance, and growth of the creative industries (Banks and O’Connor, 2017; 

Lee, 2017; Belfiore, 2018). Nestled within this spectrum of creative output, craft 

has had a particularly strong presence for something that ultimately makes up a 

small proportion of the UK economy (Craft Council, 2020; DCMS, 2020). 

However, a pervasive lack of understanding of the market value of craft objects, 

and the livelihoods of their makers, has limited the growth of investment in their 

futures. As such, there is a role for national organisations to provide 



 60 

developmental support, working towards building, promoting and sustaining the 

working lives of craft practitioners (Bouette and Magee, 2014; Munro, 2017; 

Richter et al., 2019). Embedded in a competitive work environment facing 

uncertainty, onus lies upon practitioners at all levels within the creative 

industries to create opportunity. This is seen in the growth and evolution of do-

it-yourself (DIY) and artist-run initiatives (ARI) (Bryan-Brown, 2016), where 

individuals have been constructing personal opportunities to work, promote, 

exhibit, and ultimately sell themselves (Coffield, 2015). These once underground 

practices have taken on higher levels of cultural and social legitimacy as a result 

of new democratic platforms that allow collectives to self-organise through 

commerce (Shultz, 2014), employing alternative resources such as crowd-funding 

(Lu and Fulk, 2017) in order to sustain themselves. In doing so, they by-pass the 

governmental and public bodies that might otherwise limit their autonomy or 

negate their authenticity and adopted entrepreneurial profiles in order to help 

them navigate the landscape. In addition to this, the growth of social media has 

allowed for a transformation in an individual’s marketing and communication 

(Duffy and Hund, 2015), as well as generating extended networks of support and 

resources. Craft was once perceived as a small and sleepy section of the creative 

industries (McAuley and Fillis, 2005). However, the variety of new ways of 

working detailed above has seen a shift in the way craftspeople interact with and 

formulate their enterprise (Crafts Council, 2020). Thus, the conceptualisation of 

the craft entrepreneur, and the tools employed by individuals when operating 

entrepreneurially, have changed significantly over the last decade, resulting in a 



 61 

practitioner profile that sees individuals taking on roles in engagement, 

production, and project management.  

While the activities engaged in by craft practitioners may not be 

perceived as entrepreneurial from within (see Chapter 2.3), it does signify a shift 

in power away from those governmental and public bodies and towards groups 

of makers operating in collectives, communities of practice, or guilds (Stevens, 

2011). Operating outside of the realm of craft development organisations, 

practitioners have the opportunity to pick and choose from knowledgeable 

individuals or groups, who have constructed both physical and virtual social 

situations where they can share experiences and act as the role models 

necessary (Zozimo et al., 2017) for each other’s development. A palpable sense 

of rebellion against top-down pressure has placed an onus on craft development 

organisations and institutions to provide more suitable, capable, and dynamic 

developmental opportunity, working in a reflexive and inclusive way with these 

new groups, tools, and models for working (Ashford et al., 2018). However, this 

‘alternative entrepreneurship’ (Luckman, 2018, p.371) enacted by craft 

enterprise as a means of survival has drawn some critique (Luckman, 2018; 

Luckman and Andrew, 2018; Petriglieri et al., 2018a; Alacovska et al., 2021). 

Recognising that the uncertainty faced by so many within the craft sector is 

perpetuated by the repetition of hierarchical models of operation enacted by 

organisations in a position of dominance, the imperative to redress this relational 

imbalance is strong (Ashford et al., 2018). To re-establish relevance and 

usefulness means recognising innovative ways of working that embrace the true 
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diversity within its community, promoting greater equality while communicating 

these narratives with clarity and authenticity.  

Craft’s definition as ‘an unwieldy beast’ (Jakob, 2013) is one that has 

troubled the practice and, ultimately, obscured clear development of the sector 

(Jakob and Van Heur, 2014). It is also not the purpose of this research to set 

about defining what craft is5. Instead, the research seeks to unpack the issues 

faced by those working within its ambient boundaries. The multiplicity of the 

sector is eloquently outlined by Julia Bryan-Wilson (2013, p.10) in her manifesto 

on the contemporaneous nature of craft. In it, Bryan-Wilson exposes the 

subjective and unknowable nature of craft, describing it as: 

 “a wedge that reveals stark distinctions within ideologies of taste and 

value. Craft polarises and collapses theoretical positions about what 

making means today. Craft is contemporary because it is the pivot between 

art and commerce, between work and leisure, between the past and the 

future. There is no such thing as “the contemporary,” and there is no such 

thing as craft. With all its complexities, with all its different registers of 

meaning across history, across class, across gender, across institutions, 

craft is all of these things, some of these things, none of these things.”    

 

While this definition may cast some epistemological and ontological doubt on 

the research, it highlights the potential for disparity of perspectives that lies 

within craft as a sector. As one of nine industries included in the UK (DCMS, 

2018) and Scottish Government’s (Scottish Government, 2019) definitions of the 

creative industries, craft is often overlooked in favour of more ‘productive’ areas 

such as film, media, or computing (Flew, 2005; Hesmondhalgh and Pratt 2005; 

Garnham 2005; Roodhouse, 2006). A lack of awareness in the nuance in craft, 

                                                        
5 For further discussion of what craft is, see Dormer (1997), Sennett (2008), and Adamson (2013). 

See Chapter 1.4 for the definition used by this thesis.  
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labour, and economies results in the craft workforce suffering from homogenous 

characterisation. As a result, novel or alternative career pathways may be 

difficult to comprehend (Guercini and Cova, 2018). However, craft’s role as an 

entrepreneurial subculture (Fillis, 2004; Bhagavatula et al. 2010; Pret and Carter, 

2017) only hints at what is believed to be the sector’s potential for social and 

economic transformation (Smith, 2016). Opening up the debate on what it 

means to be entrepreneurial in the craft sector, and the role of craft 

development organisations (Thelwall, 2015) in the creation of such an identity, 

means challenging preconceptions about what it means to be a craft 

entrepreneur.  

In the introduction to a collection of papers addressing craft and identity 

from the perspective of archaeological ethnography, Costin (1998) presents a 

wildly diverse and insightful overview of craft’s myriad enactment and purpose 

throughout multiple histories and civilisations. Costin considers this exploration 

of craft and social identity to be driven by four central tenets: (1) the 

pervasiveness of craft in the development of society: (2) a craft object’s role as a 

socially communicative tool; (3) the inherent connectedness of the economic and 

the social in the exchange between craft producer and craft consumer; and (4) 

the division of craft labour that is often influenced by social identity. The 

overview highlights the persistence of craft’s multiplicity and how this 

multiplicity can lead to division when some practices are valued more than 

others. Although referencing ancient artefacts pertaining to modes of production 

and social exchange lost to history, Costin’s assessment of academia’s approach 

to and understanding of craft seems relevant to contemporary issues. Of 
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particular note is Costin’s statement regarding the division that can be 

perpetuated when select social identities are favoured over others.  

This issue of division amongst craft identities is replicated in craft 

development organisations, where pressure to demonstrate return on 

investment to government bodies demands an organisation supports less 

experimental practice (Bouette and Magee, 2015; Eikhof, 2017). While 

acknowledging that conventional entrepreneurial concerns of policy and access 

to resources are influential factors in craft production and organisation, Costin 

emphasises the value of greater insight into the role identities play in a 

practitioner’s ability to gain ‘access to material resources, knowledge, and/or the 

social position necessary to craft successfully and appropriately’ (Costin, 1998, 

p.4). Thus, the identities of craft practitioners in Scotland becomes a key element 

in better understanding the role of craft development organisations in the 

development of Scottish craft enterprise.  

By adopting a position that centres the understanding of an individual’s 

identity, craft practitioners may be empowered to utilise craft development 

organisations more strategically as active, autonomous beings (Smith, 2016), 

rather than struggling to establish themselves independently, or being beholden 

to the decision-making of craft development organisations (Eikhof, 2017). 

However, the interpretive lens that has pervaded craft practice in both academic 

and industrial contexts has led to poor recognition of the influence of 

circumstantial factors on craft practitioner development (Jakob, 2014). Costin’s 

insistence of the indivisibility of the economic and the social within craft deeply 

resonates with the position of this research. This rejection of the economic 
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activities of practitioners in favour of symbolic meaning has created a stigma that 

sees individuals refusing to align with the terminology of entrepreneurship 

(Hughes, 2012; Jourdain, 2015; Kovesi and Kern, 2018; Nielsen et al., 2018), 

despite their apparent entrepreneurial activities (Yair, 2012; Luckman, 2018). 

Therefore, the research takes the position that a more nuanced understanding 

entrepreneurship in craft is necessary.  

2.2. Craft Labour and The Creative Economy 
 

Craft is a sector that hosts a rich seam of activism and rebellion. The role of 

artisans in the production of ideologically and symbolically-charged objects was 

particularly prevalent in pre-industrial times (Costin, 1998), where small scale 

processes of production imbued the created items with value or meaning that 

was particular to the maker. Now, in the post-industrial landscape, the spotlight 

has fallen on artisans and craft producers once more to provide answers for 

economy, ethical consumption, and environmental consequence (Jakob, 2014). 

Awareness of such issues has had a dramatic effect upon society’s valuation of 

material objects, the labour employed in their creation, and their longevity of 

use. Craft is thought to present an opportunity to interrogate the ‘significant 

political questions’ (Smith, 2016, p.80) that arise from such discourse. Yet craft 

has taken on a distinctly mainstream persona over recent years. Despite its 

relatively small size, its impacts can be seen in TV programming, high street 

branding, and the growth of online platforms (Crafts Council, 2020). While many 

may take the dim view of the appropriation of craft values by marketeers and 

corporations, it is indicative of a shift in consumer values. A market is thought to 

be emerging that demands greater ethical consideration for its products and 
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impacts (Mignosa and Kotipalli, 2019), and for many craft practitioners their role 

in the sector represents resistance to the capitalist structures that pervade our 

society (Jakob, 2014). Consumers are becoming far more savvy in a market that 

is overladen with possible choice and want to invest in brands that best reflect 

their personal values and ethical standpoint. Craft practice, as a slow, small batch 

process, imbued with the emotional and experiential human value of producing 

artefacts symbolic of many hours of developing unique skills (Sennett, 2008; 

Groth, 2017), has emerged as a key player in answering some of these social 

issues (Carr and Gibson, 2016). Only occasionally discussed, however, is the role 

this kind of activism may play in the development of alternative, ‘craft rich 

economies’ (Banks, 2010) that better serve both society, as well as the craft 

practitioners themselves. Instead, focus is often placed upon the consumption of 

craft, rather than understanding the skills and practices of craft practitioners 

themselves. This persistent focus upon the object diminishes the labour of the 

practitioner – value is seen in an object and but not the maker of the object. 

Such an approach is antithetical to the desired future growth of the sector. 

In addition to the role of craft production as a challenger to 

environmental concern and mass-production, the precarious nature of work in 

the craft sector provides its practitioners with a base for solidarity and political 

mobilisation (Von Busch, 2010; 2013). Providing craft practitioners with a unique 

social responsibility, this status positions them as embodying disruptive 

knowledge and capability that is well placed to challenge the status quo of 

contemporary societal practices (Markusen, 2006; Neidderer and Townsend, 

2013), including our understanding and application of entrepreneurship. By 
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harnessing the alternative forms of entrepreneurship that are emerging as a 

result of uncertainty, through the application of passion and collective action, 

and provision of more nuanced support, can craft development organisations 

begin to better realise the potential of more craft rich economies? 

Acknowledging the Scottish imperative to develop and embrace enterprise that 

contributes to equality, wellbeing and sustainability as well as productivity 

(Scottish Government, 2018a), the potential that effective support from craft 

development organisations’ holds for contributing to these future thinking 

debates must be recognised. And yet, the reality of work for craft practitioners is 

often overlooked. 

A common focus upon craft objects within the craft sector’s typical 

business models has implications for the sustainability of craft practitioners and 

their enterprise. Much business growth within the 20th Century relied heavily 

upon the mass production of goods and services, created in tandem with a 

growing society of consumers. This approach to production is dependent upon 

standardisation and processes of efficiency which enabled accessibility and 

affordability. In the domain of functional contemporary crafts, many 

practitioners find themselves competing with such forms of production, working 

to create collections of objects that are functional and affordable. In doing so, it 

is not unusual for craft practitioners to undervalue their own labour in order to 

secure a sale. However, craft production imbues objects with characteristics and 

implicit values that offer a number of competitive elements that can help to 

differentiate them in the marketplace (Woolley, 2007). These include: 
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1. The major source of capital for creative practitioners is their intellectual 

property, and in the case of a craft practitioner much value lies in their craft 

skill as a form of labour, combined with the creative application of these skills 

(Luckman, 2013). Products created by craft practitioners can tap into highly 

distinctive aesthetics, trends, and histories (Gibson, 2016) without concern for 

the universal appeal sought by design implemented in forms of mass 

production. 

2. The story behind this rich personal capital makes for a compelling narrative 

that becomes a key selling point of a craft practitioner’s ‘brand’. The story of 

how an individual acquired their craft skill, their inspiration for the 

development of a range of objects, and insights into their day-to-day practices 

tell a story that invite investment from consumers (Lounsbury and Glynn, 

2001)– particularly through social media platforms. Indeed, even positioning 

within a certain geographic region can imbue much valued legitimacy to a 

craft enterprise6 (Gibson, 2016).  

3. The ability to personalise or adapt products to the needs of the customer 

means there is capacity to make an already unique product even more 

exclusive, satisfying a consumer demand for distinctiveness. Similarly, through 

much smaller production runs, the agility with which a craft practitioner can 

                                                        
6 An example of this might be Harris Tweed – a longstanding producer of woven cloth based in 

the Scottish Outer Hebrides - which draws heavily upon the story of its inception, practice, and 

location. This is influenced significantly by the landscape and its history, the brand stating that 

‘the land and people are woven into the very fabric of the cloth, reflecting as it does the colours 

of the landscapes, the beauty of our vistas and the values of our people’ (Harris Tweed, 2020, 

para.2). 
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produce, adapt, and reproduce designs means they are far more able to adapt 

to the demands of the marketplace.  

4. The agile nature of a craft practitioner as a micro or small business makes 

collaboration and partnership far more logistically possible, allowing for 

innovative outcomes as well as comparatively easy access to entirely new 

markets and audiences.  

5. The social aspects of craft business see profits regularly invested in socially-

responsible ways, whether it be monetary donations to local foodbanks, or 

the provision of creative materials to under engaged school children. Even the 

knowledge that income from purchases made with small local businesses go 

directly toward supporting the individual, rather than contributing to the 

profits of a billion-dollar multinational, is a source of comfort for many who 

choose to invest in the work of a craft practitioner.  

Facets such as these enrich craft enterprise, setting them apart in the 

marketplace, making for the ‘craft rich economies’ that Banks (2010, p.39) 

discusses. However, the interpretation of such craft rich practices by consumers 

can be complicated by their often symbolic nature. In a paper addressing the 

communication of the value of craft objects, Woolley (2007) explored the 

relationship between tangible and intangible values that are present in craft 

objects as a result of their unique process of construction (see Table 2.1). Stating 

that a failure of contemporary craft to communicate these values has resulted in 

a poor connection with the marketplace and its ‘elusive niches’, Woolley 

references the tacit and haptic nature of craft that makes it a topic difficult to 

discuss. 
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Table 2.1. Relationships between tangible and intangible values  

Relationship Between Tangible and Intangible Values 
Tangible Added Values Resulting Intangible Values 
Quality or preciousness of materials and 

finishes 

Luxury 

Longevity Timelessness 

Rarity Uniqueness and Originality 

Creative reputation of the practitioner Artistry 

Part of a wider body of work or 

collection 

Depth and Continuity of the Creative 

Vision 

Discernible process and making skills Mastery 

Embodied Traditions Historical Significance 

Source: Adapted from Woolley (2007) 

 

Thus, the sector had yet to fully communicate its true worth in society. 

Concluding that the craft object is ‘a symbol for social and environmental 

responsibility’ (p.182), Woolley advocates for a more strategic approach to the 

‘articulation and manipulation’ (ibid.) of craft values, particularly in securing the 

sector’s role in a more socially and environmentally conscious market place. 

Indeed, it is such anti-capitalist fetishisation of objects of craft production that 

has, ironically, led to the influx of interest in craft and the artisanal (Goldman and 

Miller, 2013). However, Woolley’s focus upon the inanimate craft object and its 

embodied value side-lines any focus upon the craft practitioner, and their unique 

intention. Although discussion is made of craft’s entry to the mass market, and 

the selection by practitioners (or otherwise) of the channels used to promote 

craft (mass media, specialist methods such as exhibition, or digital media) little 

space is made for the relationships upon which this production, or its 

communication, may rely. However, if crafts practitioners are able to imbue their 

crafted objects with such rich symbolic values, is it possible for them to instil 
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similar meaning into the environment that they create around their craft 

enterprise? 

The issue of the focus on objects within craft is tackled by Glenn Adamson 

in his essay ‘Off the Shelf’ for Norwegian Crafts’ Documents on Collecting (2017). 

In this short provocation, Adamson extolls the virtue of craft as a verb, rather 

than a noun, stating ‘for me, the key issue is how the world around us is made’ 

(p.124, emphasis added). This presents the valuable perspective missing from 

Woolley’s otherwise inspiring paper, where Adamson questions the economic 

underpinnings of the sector, highlighting the ‘overwhelming emphasis on craft 

processes that lead to buyable goods, rather than on the many worthwhile skills 

that reshape our world’ (p 124). Adamson states this recurrent focus within craft 

upon the object and its display fails to ‘deliver the support that craft in its full 

breadth requires’ (p.125). Thus, Adamson tells us, craft practitioners have been 

actively seeking to apply their skills in novel ways, either adapting or developing 

entirely new models of working. As such, space must be made for key actors 

within these dynamic processes to better engage with and adapt to the changes 

that see craft practitioners adopting seemingly novel entrepreneurial behaviour 

in order to better fulfil the values often ascribed to their objects of production. 

This shift away from perpetual production of objects towards more sustainable 

forms of practice is one that is yet to be reflected in the opportunity provided by 

craft development organisations. A gap in knowledge surrounds the processes 

that craft practitioners must enact in order to establish themselves as a craft 

enterprise, or how they advance. Drawing on many varied projects, the 

opportunities provided by craft development organisations play a major role in 
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enabling this development. But how exactly do practitioners use the 

opportunities provided by craft development organisation (if at all) when seeking 

to establish their entrepreneurial identity? 

 The fluid, project-based nature of work in the creative industries has 

implications for career advancement, setting it apart from the conventional 

understanding of entrepreneurial progression (Guercini and Cova, 2018, see 

Chapter 2.4 for further discussion). Instead, Eikhof (2017, p.293) frames progress 

within the creative industries as: 

“an individual’s movement into positions that bring increased artistic or 

creative recognition, reach, freedom and/or responsibility, enable 

collaboration with more reputable partners or allow access to more or 

better quality resource” 

 

Indeed, such an approach is not seen as ‘conventional’ entrepreneurship (see 

Chapter 2.4). The status quo of craft labour, seen in the common features of 

‘high motivation, low wages and variable working hours’ (Ellmeier, 2003, p.4) 

appeal to outside labour markets, leading to a fetishisation of the craft 

entrepreneur by government and policymakers heralding it as an ideal future 

direction for employment (Reich, 2000; Florida, 2002; Yair, 2012). The sacrifice 

made by craft practitioners when it comes to such preconditions is inherently 

wrapped in identity and the alternative forms of value ascribed to a unique role 

in the creative sector. Making and craft are a socially and environmentally 

informed activity enacted by an individual; a craft advocacy that Adamson (2015, 

p.66) encourages as a ‘pervasive cultural and creative force’. This intertwining of 

the professional and personal within the creative industries is common and 

problematic, particularly when it comes to the devaluation of entrepreneurial 
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labour (Neff et al., 2005). In this ‘downgrading of dedication’ (Frayling, 2012, 

p.14), many of the processes undertaken by craft practitioners to launch and 

maintain themselves as an enterprise are overlooked. Despite this, the economic 

potential of craft has seen the term framed as a ‘political buzzword’ (Jakob, 

2013, p.131), believed to wield significant power to aid economic recovery. This 

purely economic agenda further overshadows the variety of value otherwise 

created through craft’s unseen practices. Thus, a lot of economic pressure is 

placed upon what is a relatively small area of the creative industries, with little 

attention paid to craft’s other valuable assets. Shining a light on these assets 

holds potential to further enrich the programmes of support offered by craft 

development organisations, and improve the quality of work for craft 

practitioners establishing their enterprise. 

According to the UK Crafts Council (2020) craft sales in 2019 were 

reportedly just over £3 billion, showing a fourfold growth since 2006 when a 

figure of £883 million was reported. In the context of the creative industries, 

which contributed £111 billion to the UK economy and makes up 5.8% of the 

nation’s GVA (DCMS, 2020), craft in the UK contributes 2.7% to the creative 

industries economy and 0.16% of the entire UK economy. Thus, the economic 

contributions of craft are decidedly small. There are two ways that this could be 

interpreted: (1) there is much potential within the sector for economic growth, 

and (2) a sole focus upon the pecuniary outputs of the sector marginalises other 

valuable qualities that benefit our society. A number of institutional reports have 

spoken to this first point. For example, the Crafts Council’s (2014b) report 

‘Measuring the Craft Economy’, discusses how difficult and contentious it is to 
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agree on a definition of craft practice. Its use of an extended definition included 

non-craft employment in the craft sector, as well as craft employment outside of 

traditional craft sector boundaries. It is believed ambiguity like this within the 

sector has led to varying degrees of division, and even a perceived hierarchy of 

forms of labour (Sennett, 2008; Banks, 2010), where certain types of creative 

work are privileged over others.  

While this nascent economic potential is addressed within academic 

research, there is debate that is more willing to include the qualitative 

dimensions that often go underexplored by the economic focus of organisational 

and governmental undertakings. McAuley and Fillis’s (2005) study of the careers 

and lifestyles of craft makers in the 21st Century picked out details of craft career 

pathways, highlighting their contribution to rural Scottish communities, and in 

particular economies of tourism. Alongside this, emphasis was placed upon the 

influence of a geographical region upon a maker’s entrepreneurial endeavours 

and the place-specific exchange that occurs. McAuley and Fillis position makers 

as dynamic constructs that both shape and are shaped by their surroundings. 

This dialogue between person and place instigates a reimagining that augments 

the identities of each. The study also demonstrates craft’s role in ‘political, 

economic and social transformation processes’ (Jakob, 2013, p.131), far 

outstripping the thin description of the financial that is so often prioritised by 

governments and organisations (Gibson-Graham, 2014). The schism between 

craft and hegemonic conceptualisations of economy are well documented 

(Greenhalgh, 2003; Stevens, 2011; Jakob, 2013), with practitioners often 

positioning themselves outside traditional realms of economy and enterprise 
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(McAuley and Fillis, 2005; Jourdain, 2015; Kovesi and Kern, 2017; Nielsen et al., 

2018), seeking instead to align themselves with alternative narratives. The 

implication of this is a failure to align the value propositions of communities of 

craft practitioners, the dominant structures of culture, work, and commerce, and 

the institutional and organisational leaders tasked with helping individuals 

flourish within such structures (Bouette and Magee, 2015). This gap in 

understanding is forcing models of work that are not fit for purpose. Leading to 

the precarity that is rife for creative workers, the unsuitability of opportunities 

for advancement are dealt with by employing a number of labour practices, 

speaking to both necessity and desire.  

Craft practitioners adopt varied roles, often unpaid (Brook et al., 2020), 

and exercise this labour in a multitude of sites (Kovesi and Kern, 2018; Harris, 

2015) that traverse issues of temporality and liminality. This diversity of labour 

practice (Gibson-Graham, 2014) results in individuals enacting complex labour 

constructs that make for irregular, nonstandard work patterns (Gill and Pratt, 

2008; Bain and Mclean, 2013). The irregularity of creative labour is often framed 

as the ‘trade-off’ made by individuals in exchange for creative autonomy (Edgell, 

2006; Hesmondhalgh and Baker, 2011; Kovesi and Kern, 2018), placing a sizeable 

burden upon an individual to successfully integrate these practices with their 

creative outputs that borders upon exploitation (Dawkins, 2011; Luckman, 

2015c; Barnes, 2018). What results is an almost schizophrenic navigation of the 

varied domains of activity (Bain, 2005: Wong, 2017), that is difficult to 

comprehend in its entirety. Kovesi and Kern’s (2018) study of ByWard Market - 

an outdoor market in Ottawa - exposes the careful equilibrium between the 
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precarity and autonomy experienced by craft traders. Advertised as ‘Ottawa’s 

number one tourist attraction’ (ByWard Market, 2021, para.1), the market is also 

believed to be both the oldest and largest public market in Canada. Despite the 

claim that ‘outdoor vendors are an integral part of the ByWard Market 

experience’ (ibid.), Kovesi and Kern (2018) demonstrate the marginalisation of 

the market as a site of labour in favour of its tourist value. This in turn leads to 

the relegation of the craft traders' voices, who must accept managerial 

limitations upon their market stands. Exposing the instrumentalisation of 

creative labour through programmes of regional enrichment and regeneration, 

Kovesi and Kern demonstrate the exploitation of the market traders as a vital 

component of the market, as well as the disregard for the concerns or needs of 

the market traders despite their essential role. This underlines the complexity of 

the relationships a craft practitioner – such as those selling at ByWard Market – 

must manage, and the significant power imbalance that may be experienced 

when a single sole trader or micro business must engage with a much more 

powerful party.  

A similar story is shared by Harris (2018), who presents the ‘pop-up shop’ 

phenomenon as a novel tool appropriated as a force for the redevelopment of a 

city’s landscape. By offering a host of ‘meanwhile spaces’ (UK Government, 

2013) to small businesses such as craft practitioners, urban areas and properties 

receive a cultural makeover to make them more appealing to developers and 

communities. Meanwhile the practitioners installed in these spaces must 

perpetually re-establish themselves in new spaces once they are no longer 

welcome. The ‘cruel optimism’ (Berlant, 2011, p.3) of these instrumental 
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opportunities places craft practitioners in a framework of perpetual precarity 

that is constantly reproduced while they seek out new opportunity for autonomy 

and development. This emphasises the need for craft development organisations 

to provide support, advice, and alternatives to these exploitative practices, and 

advocate for the position of craft practitioners in our communities. 

The value of craft labour is often maligned, failing to appreciate its role as 

an essential tool in our society. A lack of recognition for the value of craft labour, 

and its pervasive role in the creative industries is highlighted by Banks (2010), 

who underlines craft’s function in the support of much valued artistic labour. 

However, it is craft’s subordinate role that threatens its development. Linking 

the degradation of craft labour to the mass requirements of capitalism that have 

led to the division of labour, the alienation of people and objects, and the 

computational homogenisation of production, Banks explains how craft became 

estranged from social structures. Re-emerging in a post-industrial landscape, 

where the UK has been stripped of its production capabilities, is Banks’ notion of 

‘craft-rich economies’ (p.309) that demand respect for and reflexive use of craft 

knowledge and skill. Positioning the craft workshop model as essential to the 

cultural and creative industries, Banks delineates the exchange that exists 

between the artistic thought that provides originality for the exploitation of 

creative commodity, keeping consumers engaged and the creative industries 

booming. However, it is craft labour that can bridge the divide between the 

artistic and the commercial, allowing for the manifestation and deliverance of 

commodity. Despite the integral role of craft labour in this exchange, it is the 

artistic vision which is privileged, and the craft labour subsumed by the 
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behemoth of art. Craft’s status as ‘supplemental labour’ (Banks, 2010, p.312) 

sees it regularly integrated into the working practices of a plethora of industries, 

failing to attain just recognition or autonomy, instead managed as variable 

capital that satisfies external demands. Thus, the autonomy seemingly sought by 

craft practitioners is compromised by the managerial instrumentalisation of their 

labour, and the separation of the processes involved in making continue to be 

perpetuated. This exploitation threatens to disrupt the relationships a craft 

practitioner holds with other actors in their networks, leading to a distrust that 

can negatively impact upon both the individuals involved and their environment. 

The division of craft labour into tasks of the ‘mind’ and of the ‘body’ is an 

exemplar of the stratification of labour that has troubled the sector, impeding 

craft’s reputation as a space for knowledge, progress, and action. The fractious 

binaries of art and commerce, or small-scale craft and mass production, has 

implications for how we understand our society, its future, and the role of craft 

labour and processes of making within it. Seeking to resolve the difference 

between these two poles, Carr and Gibson’s (2016) geographies of making looks 

to empower the debate of craft labour and reconnect it to the ontological and 

political action that can enable the (re)creation of worlds (Gibson-Graham, 

2014), proffering the term ‘making’ as a holistic description of the many and 

varied processes of production without the loaded terminology. This, it is argued, 

allows for an inclusivity that promotes a ‘palette of diversity’ (p.302) and can 

broaden debate through the addition of previously unheard voices. Drawing 

upon Heidegger (2017), the focus shifts from an object in its finished state to the 

taken-for-granted processes of coming into being that surround that object, 
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demanding society recognise the labour that is employed. This terrain has been 

clouded somewhat by the appropriation of the craft vocabulary (e.g. ‘artisanal’, 

‘handmade’, or ‘bespoke’) by corporations as a marketing tool (Leissle, 2017), 

tapping into dialogues of resistance or revolution without actually challenging 

their (often problematic) modes of production. This presence of profit motive 

hinders the radical restructuring of labour and workplace standards that are 

believed possible via genuine craft debate (Carr and Gibson, 2016; Smith, 2016).  

The drive to develop craft’s ethical labour practice has been framed as 

resistance to dominant capitalist ideologies (Molloy and Larner, 2013). This 

problematises the notion of entrepreneurship within the sector (Luckman, 2018), 

which is often centered as an approach that could unlock so much of the 

potential of the sector (Yair, 2012). However, many contend that conventional 

understandings of entrepreneurship lack relevance for craft practitioners (Rae, 

2015; Nielsen et al., 2018 – see Chapter 2.4), whose enterprising activities are 

more diverse than the current discourse allows for. This has resulted in a 

succession of craft typologies that isolate ‘entrepreneurial’ practitioners from 

their sectoral peers (Fillis, 2004; Jourdain, 2015; Bouette and Magee, 2015), 

exacerbating the partition of craft. While craft may hold major potential for the 

rethinking of our society, a gap exists between a top-down agenda for 

exponential industry growth (Bazalgette, 2017), the understanding of the 

entrepreneur (Welter et al., 2017; Essers et al., 2017), and the future that is 

hoped for by those willing to challenge the status quo of craft economies 

(Luckman, 2018). Ellmeier (2003) states that – thanks to the erosion of job 

security and the increasing demands placed upon individual workers - the typical 



 80 

profile of a practitioner in the creative industries has shifted from an artist to an 

entrepreneur. As a result of the continued belief that the role of the 

entrepreneur within the creative industries is seen as problematic (Henry, 2007), 

the nexus of the two have prompted calls for further research (Chaston and 

Sadler-Smith, 2012). Therefore, this difficult relationship must be explored 

further.  

2.3. Problematising Entrepreneurship 
 

Debates continue to surround the definition of entrepreneurship, and what it 

actually means to be entrepreneurial (Hisrich et al., 2017). For some, the ability 

to recognise, and act upon, opportunity is considered the key factor in 

entrepreneurial action (Shane and Venkataraman, 2000; Eckhardt and Shane, 

2003; Shane and Eckhardt, 2003) while a number of characteristics have been 

identified as integral to the entrepreneur. These include a need for achievement 

(Hansemark, 1998); the ability to manage risk (Taylor, 2011); curiosity and 

tenacity (Gartner et al., 2015); a high locus of control (Penaluna and Penaluna, 

2011); reflexivity and learning from actions (Penaluna and Penaluna, 2011; 

Pittaway et al., 2015); and creativity (Fillis and Rentschler, 2010). An often-cited 

definition comes from Hisrich et al. (2017, p.7) who state that ‘entrepreneurship 

is the process of creating something new, with value, by devoting the necessary 

time and effort, assuming the accompanying financial, psychic, and social risks, 

and receiving the resulting rewards of monetary and personal satisfaction and 

independence’, covering necessary elements of being aware, creative, 

committed, open to risk, tenacious, independent, and rewards driven. The tasks 

performed by an entrepreneur - including leadership, management, research and 
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development, and innovation – are thought to contribute considerably to 

economic growth (Kuratko and Hodgetts, 2004). This, in turn, benefits the 

prosperity of nations. While much debate in academic literature situates 

entrepreneurship in a high tech, high growth business context, this has begun to 

change with more contemporary debates recognising that an entrepreneurial 

response to circumstance does not need to be limited in this way (Gibb, 2002; 

Welter et al., 2017). For example, Hisrich et al. (2017) suggest that 

entrepreneurial action can help societal issues such as sustainability and 

development - two strands of thought that are at the forefront of debate 

surrounding craft (Smith, 2016). This blurring of the boundaries traditionally 

thought to contain entrepreneurship has promoted recognition of 

entrepreneurial activities found in less obvious business contexts – in particular 

craft and the creative industries. 

Entrepreneurship is often framed as the search for, and use of, 

opportunity for the benefit of those applying it (Shane, 2003). In doing so, they 

‘change or transmute values’ (Drucker, 2014, p.20), creating something new. This 

disruptive force can be interpreted as a form of creativity that is a key element of 

the human capital thought to be driving wealth generation and economic growth 

in the creative economy (Howkins, 2002; Florida, 2002; DCMS, 2015). It was this 

factor that placed the emergent, seemingly entrepreneurial, models of the 

creative industries so high on the agenda of policymakers towards the end of the 

20th Century in Britain. As such, the presentation of creativity as complementary, 

even necessary, to entrepreneurship (Howkins, 2002; Caves, 2003; Rentschler, 

2003) has become synonymous with a neo-liberal form of capitalism that has 
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drawn critique for its exploitative qualities (Banks and Hemondhalgh, 2009; 

Banks and O’Connor, 2009; Loacker, 2013; Belfiore, 2015). This has left 

practitioners within the creative industries alienated by a ‘political manipulation 

of the entrepreneurship debate’ (Patten, 2016, p.33) that they believe favours an 

economic agenda focussed upon financial imperatives. This political discourse 

has promoted certain identities, while denying others (Gläveanu et al., 2016). 

This, in turn, drives a wedge between practitioners and public sources of support 

and infrastructure (Belfiore, 2015), enforcing more commercially-driven activities 

out of sheer necessity.  

While it is understood that commercial activity within the creative 

industries holds great potential for impact (Khaire, 2018), there still exists a 

‘denial of economy’ (Bourdieu, 1984, p. 285, cited by Jourdain, 2015, p.2), 

particularly within craft practice (McAuley and Fillis, 2005; Hughes, 2012; 

Jourdain, 2015; Kovesi and Kern, 2018) that makes discussion of 

entrepreneurship difficult within the field. While the framing of craft producers 

as entrepreneurs may be considered ‘the core of the creative industries ideology’ 

(von Osten, 2012, p.140), this is not necessarily positive. Craft practitioners 

consider entrepreneurial training or ideology as a ‘threat to their sense of 

creative self’ (Nielsen et al., 2018, p.359; see also Fillis, 2004), and reject this 

industrialisation of the social and cultural processes for fear of losing autonomy 

or freedom of expression by succumbing to the whim of self-regulating markets 

(Fillis, 2004; von Osten, 2012). Thus, if a conventional understanding of 

entrepreneurship is inappropriate for the autonomous development of the craft 

sector, there is a need to establish an alternative way to recognise the unique 
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activities of actors in the Scottish craft sector. Uncovering the rich detail of craft’s 

unconventional entrepreneurial activities in order to demonstrate their contrast 

against conventional entrepreneurial activities is a gap in academic literature. In 

particular, understanding of the way individuals leverage craft development 

organisations and available organisational support for their process of personal 

entrepreneurial development is limited. Thus, it is these gaps this research seeks 

to address. 

2.4. Craft as Unconventional Enterprise 
 

A perceived influx in impassioned and fluid forms of entrepreneurial practice has 

seen an increasing acknowledgement by academia of alternative forms of 

entrepreneurship, or unconventional entrepreneurship (Cova and Guercini, 

2016; Guercini and Cova, 2018). This term encompasses a variety of previously 

underacknowledged entrepreneurial approaches that transgress against the 

conventional understanding of the entrepreneurial process. For example, 

Guercini and Cova (2018) critique focus upon the Schumpeterian view of 

entrepreneurship, which centres the individual as an intentional agent of change. 

By seeking opportunity, and developing an innovative response to the perceived 

opportunity, an individual may disrupt the status quo of an industry. This cycle of 

creative destruction (Schumpeter, 1949) perpetually creates new models of 

business and economy. The conventional entrepreneurial process expects (1) the 

discovery of opportunity, (2) an assessment of commercial potential, and (3) an 

interface with the market as the typical stages that create a new venture, and 

subsequently make a profit for the benefit of the entrepreneur (Pagano et al., 

2018). The relevance of this linear process for all entrepreneurial activity, 
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however, has been brought into question, as a number of alternative forms of 

entrepreneurship have begun to be identified. These include the ‘cultural 

entrepreneur’ (Lindkvist and Hjorth, 2015), ‘tribal entrepreneur’ (Cova and Dalli, 

2008; Guercini and Cova, 2016), ‘lifestyle entrepreneur’ (Marcketti et al., 2006), 

‘user entrepreneur’ (Shah and Tripsas, 2016), or ‘entrepreneurial design’ 

(Goldsby et al., 2017; Nielsen et al., 2017) (see Table 2.2), all demonstrating 

varied motivations and non-linear entrepreneurial processes.  

Table 2.2. Examples of unconventional entrepreneurship 

Type Features References 
Cultural 

Entrepreneur 

Works to establish cultural value, and 

build social and cultural capital. Complex 

dynamic between the economic and the 

creative, with greater motivation 

focussed upon the creative. 

Ellmeier, 2003; Eikhof and 

Haunschild, 2006; Klamer, 

2011; Scott, 2012; Lindkvist 

and Hjorth, 2015; Gheman 

and Soublière, 2017; 

Toghraee and Monjezi, 2017 

Tribal 

Entrepreneur 

Community plays a vital role in the 

activities and development of the 

entrepreneur, often sharing in the 

development of a new idea. Community 

relied upon for resources, networks, and 

support.  

Hargadon and Bechky, 2006; 

Cova and Dalli, 2008; 

Guercini and Cova, 2014; 

Boyaval and Herbert, 2018 

Lifestyle 

Entrepreneur 

Business established to improve lifestyle. 

Less motivated by financial profit, but 

benefits from resulting social wealth.  

Marcketti et al., 2006; 

Bredvold and Skålén, 2016; 

Masurel and Snellenberg, 

2017 

User 

Entrepreneur 

Use of entrepreneurial activity to realise 

personal goals, desires, or needs. 

Business often founded as a result of 

being a consumer or user that has 

identified gap in market.  

Shah and Tripsas, 2016; 

Haefliger et al., 2010; Hamdi-

Kidar and Vellera, 2018 

Entrepreneurial 

Design 

Designerly approach to 

entrepreneurship, where opportunity 

can be created to address wicked 

problems, in turn creating environments. 

Highlights differences between ‘the 

promise view’ (opportunity is 

discovered) vs. ‘the design view’ 

(opportunity is created). 

Sarasvathy, 2003; Sarasvathy 

et al., 2008; Goldsby et al., 

2017; Nielsen et al., 2017; 

Selden and Fletcher, 2019. 
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These entrepreneurial approaches differ from the conventional approach 

(see Table 2.3), and represent a desire in academia to recognise more nuance 

within entrepreneurial activity (Welter et al., 2017).  

Table 2.3. Comparison of conventional and unconventional entrepreneurial processes 

Entrepreneurship Unconventional Entrepreneurship 
Adopts realist and holistic perspective Adopts constructivist, heuristic 

perspective 

Occurs in/creates static environment Occurs in/creates dynamic environment 

Seeks to meet the needs of the market Seeks to meet needs and goals of the 

individual or team 

Opportunity driven (Opportunity 

discovered) 

Necessity Driven (Opportunity created) 

Entrepreneur is specified Entrepreneur not specified 

Profit/business orientation identified 

early on in process 

Profit/business orientation emerges 

through experimentation 

Action is planned Action is dependent on situation 

Linear approach Iterative/non-linear approach 

Outcomes can be predicted Unpredictable outcomes 

Fixed ends Open ended 

Monetary motivations Monetary motivations balanced against 

non-monetary elements 

Creates economic value Creates cultural, social, and economic 

value 

Founder drives entrepreneurial action Entrepreneurial action shaped by 

interaction with community 

Source: Compiled/adapted from Guercini and Cova (2018), Pagano et al. (2018) and Schulte-Holthaus (2018) 

In an overview of the topic of unconventional entrepreneurship, Guercini and 

Cova (2018) unify the processes key identifying features which are defined by the 

role of (1) passion, leisure, and adventure in driving an individual; (2) ‘tribes’ in 

entrepreneurial creation; and (3) the liquidity of society that causes heightened 

uncertainty. In these circumstances, Guercini and Cova position 

entrepreneurship as ‘a shared passion and communal incentive to develop 

something that could become a successful business venture’ (p.385). The 

widespread uncertainty experienced by individuals drives them to seek stability 

in practices they feel passionate about, connecting them with other like-minded 
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individuals. Thus ‘commitment may be fuelled by motives superseding the 

rational search for profit’ (p.385). Instead, unconventional entrepreneurs seek to 

be identified by the passion7 that drives their entrepreneurial activity, and 

provides them with a sense of meaning. The passion driving the unconventional 

approach can be linked to consumption (Ranfagni and Runfola, 2018). Through 

the discovery and consumption of activities for which they feel passionate, an 

individual is able to leverage their passion to develop the competencies, 

knowledge, and skills that can go on to inspire innovative ideas and practice. 

Crucially, Guercini and Cova point to an unconventional entrepreneur’s rejection 

of the term entrepreneur. Recognising that many of the identifying features of 

unconventional entrepreneurship mirror the entrepreneurial concerns of craft 

that were identified in Chapter 2.3, it is surprising to find no discussion of 

unconventional craft entrepreneurship in academic literature. The closest 

discussion is that of the creative or cultural entrepreneur (Ellmeier, 2003; Eikhof 

and Haunschild, 2006; Klamer, 2011; Scott, 2012; Lindkvist and Hjorth, 2015; 

Eikhof, 2017; Gheman and Soublière, 2017).  

 Cultural entrepreneurship8 is entrepreneurial endeavour enacted within 

the cultural and creative industries. Thus, as a sector that sits within the creative 

industries, it is possible to situate craft entrepreneurship within this domain. 

Cultural entrepreneurship is believed to differ from conventional 

entrepreneurship, and is deployed in varied ways (Gehman and Soubliere, 2017). 

                                                        
7 For further discussion on the nexus of passion and entrepreneurship, see Cardon et al. (2009)  
8 Cultural entrepreneurship may also be known as creative entrepreneurship, and is not to be 

confused with the cultural entrepreneurship of Lounsbury and Glynn (2001) which relates to 

entrepreneurial culture that is formed via storytelling 
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For example, Ellmeier’s (2003) discussion of cultural entrepreneurs identifies 

issues such as decline in state support, the uncertainty of work, and changing 

market demands in the creation of the cultural entrepreneur. Identifying cultural 

entrepreneurs as ‘prosumers’ – both producers and consumers of goods – 

Ellmeier points to a shift in entrepreneurial motivation away from the 

expectation of maximising wealth and towards filling gaps in opportunity and 

support. As a result, practitioners create both the objects and the opportunities 

they want to be able to access themselves. These individuals wish to both shape, 

and be shaped by, their cultural contexts. This ‘cultural making’ (Gheman and 

Soubliere, 2017) blurs the distinction between an entrepreneur and their market, 

where ‘culture is both a medium and outcome of entrepreneurial action’ (p.9), 

suggesting that cultural entrepreneurs do not just create their opportunity but 

also create the environment in which opportunity is exploited. 

Lindkvist and Hjorth (2015) describe cultural entrepreneurship as 

‘creatively combining resources and people in new ways, but this time including 

art and/or the aesthetic’ (p.4), starting with a Schumpeterian understanding of 

the entrepreneur but emphasising the need for legitimisation when establishing 

a new venture. As a ‘socially confirmed asset’ (p.5), this perspective also 

demands the recognition of cultural entrepreneurs as highly reliant upon their 

networks and community. Without the positive confirmation of their networks, 

which is achieved through regular interaction and consultation, any 

entrepreneurial action may fail. Thus, this reliance is much more than it may be 

for a conventional entrepreneur, and as such connection must be carefully and 

consistently maintained.  So, while a cultural entrepreneur may engage in ‘world-
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making’ (Adamson, 2017, p.124) through the creation of objects and 

opportunity, it is a successful relationship with their sector peers that validates 

this activity. These relationships include craft development organisations such as 

Craft Scotland, which offer leadership for the sector. 

Cultural entrepreneurship for Lounsbury and Glynn (2001) is not 

necessarily conducted within a creative industry setting, but is an 

entrepreneurial process that is set apart by the incorporation of storytelling into 

the performance of entrepreneurship (Downing, 2005; Garud et al., 2018). This 

storytelling creates a rich and relatable narrative that both communicates 

identity while also informing – even confirming - the identity of others. These 

narrative exchanges, in turn, encourage continued stakeholder investment and 

access to resources. By ‘deploying culture’ (Gheman and Soubliere, 2017, p.63), 

an entrepreneur is able to unlock what was otherwise inaccessible. While this 

suggests the weaponisation of the cultural to promote the entrepreneurial, the 

reverse can also be true. Klamer (2011) details the use of entrepreneurial tactics 

to uphold and encourage cultural values as a form of social reform. Indeed, the 

balance of economic and creative by the cultural entrepreneur can be tricky and 

is not necessarily entered into as a conscious strategy (Eikhof and Haunschild, 

2006), although they do often carry the dual aims of producing benefits that are 

creatively and socially charged, as well as economic (Varbanova, 2013). Thus, we 

see that cultural entrepreneurship is a complex and varied field of activity. 

However, it is noted by some that even this unconventional entrepreneurial 

process fails to make room for the numerous subsectors that exist within the 

cultural and creative industries (Daniel and Daniel, 2015). As such, there is need 
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for better understanding of the variety that exists within cultural and creative 

entrepreneurship – in this case, craft entrepreneurship. Specifically, the variety 

that is present in the unique relationships built between a craft practitioner and 

a craft development organisation when seeking to develop an entrepreneurial 

craft identity.  

The concept of cultural or creative entrepreneurship is generally seen as 

a result of instrumental policy employed by governments in order to shift the 

cultural and creative sector’s reliance away from funding steams and towards 

more self-reliant models of income generation (Ellmeier, 2003; Belfiore, 2004; 

Stefanovic, 2018), and as such the introduction of the entrepreneurial within the 

creative or cultural domain are often seen as solely economic in nature. This 

positions the activity within a critical domain, and is often presented as a 

negative result of neo-liberal society. In many ways, Guercini and Cova’s 

discussion of unconventional entrepreneurship closely aligns with Susan 

Luckman’s discussion of ‘alternative entrepreneurship’ (p.321) in craft. Both 

concepts are critiqued by the authors for their role in reproducing neo-liberal 

ideals of work. Indeed, unconventional entrepreneurship is likened to ‘self-

centred subjectivity whereby individuals pursue their self-interest by seeking 

popularity at all costs’ (Guercini and Cova, 2018, p.389), leading to potential 

alienation when the deeply personal offering being made by the unconventional 

entrepreneur is rejected by the market. Such a failure holds potential to 

destabilise an individual, and their sense of identity, which is heavily intertwined 

with their entrepreneurial endeavour. It is this vulnerability prevalent in the 

unconventional craft entrepreneurs, alongside their untapped potential for 
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remaking the outdated forms of craft enterprise, that underlines the value in 

craft development organisations better recognising their unique entrepreneurial 

identities.  

2.5. Entrepreneurial Identity in Craft 
 

An individual’s identity is a collection of recognisable features through which 

they are able to know themselves, and have others get to know them 

(Buckingham, 2008). The term’s growing prominence has seen it applied to a 

multitude of social, political, and biological issues, demonstrating both its 

flexibility and potential for contention (Bauman, 2005). For some, the term has 

become too widely wielded, losing all definitive meaning (Brubaker, 2000). Hong 

et al. (1995) state that a person’s identity can be perceived as being relatively 

fixed (Entity Theory), or more fluid and adaptive to circumstance (Incremental 

Theory). In particular, an individual’s social identity is considered to have great 

capacity for change over time. Formed through interaction with a variety of 

groups and collectives, an individual’s membership of such groups is central to 

the continual definition of social identities that are held within our fluid society 

(Turner and Haslam, 2001). This identity negotiation (Swann, 1987) sees 

individuals entering into a dialogue with their social surroundings in order to 

understand their own identity, and how that unique identity ‘fits’ in with the rest 

of society (Hogg, 2001). Indeed, those showing considerable flexibility to 

understanding their identity are believed to be more emotionally robust, with 

greater sense of well-being (Brook et al., 2008). However, the lack of 

generalisability in incremental forms of identity make predictions or planning for 

the future much more difficult (Dweck, 2008; Rabinovich and Morton, 2016). 
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These identities are crucial in the creation of meaning, motivation, and decision-

making that is central to entrepreneurial action (Sveningsson and Alvesson, 

2003; Leitch and Harrison, 2016). 

 Entrepreneurial identity is believed to consist of an individual’s needs, 

beliefs, and values that influence their entrepreneurial behaviour and capability 

(Obrecht, 2011). However, Leitch and Harrison (2016) believe that the processes 

by which an entrepreneurial identity is created is under explored in general. 

Stating that excessive focus is placed upon entrepreneurial identity as a fixed 

way of being, Leitch and Harrison advocate for its critical appraisal as a dynamic 

process as the result of ongoing interactions. Such activities contribute to the 

development of self-efficacy, self-determination, and self-identity and are 

considered central to establishing an overall entrepreneurial identity and 

behaviour, existing in mutual equilibrium (Watson, 2008). Therefore, it is 

possible to say that due to their tendency to operate a project-based portfolio 

career, a craft practitioner is regularly engaging in the ongoing interactions that 

make for the dynamic development of an entrepreneurial identity.  

In particular, the self-identity of an entrepreneurial individual is driven by 

both the acquisition of skills and knowledge central to self-efficacy and the 

mindset and motivation that drives self-determination. These factors are 

enacted in an individual’s surroundings, use of resources, and their experiences 

(Lindgren and Wåhlin, 2001). This is work that, in turn, impacts upon the self-

identity of an entrepreneurial individual (Watson, 2008). Consequently, it is 

reasonable for us to expect the entrepreneurial identity of a craft practitioner to 

be heavily influenced by (1) the unique set of circumstances and expectations 
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that are found in a distinctive industry such as the craft sector, as well as (2) the 

experience that is accrued by a practitioner through their involvement in varied 

projects and programmes that are made possible through sector partnerships 

and collaboration. Despite the apparent flexibility in an entrepreneurial identity, 

the term ‘entrepreneur’ has often been applied to identify a subset of 

commercially-active craft practitioners that meet a rigid criterion for the title 

‘entrepreneur’ (Fillis, 2004; Bouette and Magee, 2014; Jourdain, 2015), without 

offering space for the multifaceted and contextually-dependent nature of 

entrepreneurial identities. The constant flux of this push and pull makes any 

single craft identity difficult to define with any certainty (Bain, 2005).  

 Identity can be considered a tool used by an individual as a form of 

external representation. A projected identity communicates particular values 

that must be shared with, and interpreted by, others within a shared ecosystem 

(Watson, 2008; Ybema et al., 2009; Laakkonen, 2012; Leitch and Harrison, 2016). 

Individual identity is central to craft practice and can provide great insight into a 

practitioner’s own understanding of their work and its position within the sector 

(Mishler, 1992; Godwin and Mishler, 2001; Chu et al., 2017). The historical, 

political, and cultural contexts a craft practitioner operates within has a large 

impact upon their entrepreneurial identity, and vice versa (Blundel, 2002; García-

Rosell and Mäkinen, 2013; Pret and Cogan, 2018). In the ecosystem of craft, 

identifying labels are undoubtedly value laden, ranging from tropes such as 

‘hobbyist’ up to more value rich titles such as ‘artist’. While this hierarchy of craft 

labour is well documented (Banks, 2010; Hughes, 2012) as a driving factor in the 

complex interpretations that pervade the term ‘craft’, there is significant 
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disparity between how an individual practitioner identifies themselves and how 

others may perceive them. Indeed, the identity of a creative practitioner is 

understood to be a complex construct that evades certainty of definition (Bain, 

2005). However, several attempts at creating craft typologies have offered varied 

frameworks to enable the identification of craft identities.  

Jourdain’s (2015) paper positioning craft within Bourdieu’s (1984) 

economy of symbolic goods outlines the bricolage approach taken by individual 

practitioners when ascribing value to the objects of their production. This 

socialised approach to entrepreneurial research courtesy of Bourdieu decries the 

‘economism’ of the traditional doxa and encourages ‘focus on the social 

foundations of the economic phenomena’ (Jourdain, 2015, p.16). Jourdain states 

that by combining different market devices (e.g. exhibition and workshops) and 

promoting various symbolic elements of their practice, practitioners are able to 

communicate particularities of their unique value proposition. For example, the 

display of artisanal tools or studio depictions that align with tradition, versus a 

stripped back ‘white cube’ approach seen in a contemporary art context. The 

role of a craft maker’s geographic location, their education level, and the careers 

of family members are considered as key variables in this paper, denoting an 

interest in a craft maker’s entrepreneurial culture, and the societal norms that 

might influence how a craft practitioner operates. Determining that the diverse 

economies (Gibson-Graham, 2014) of craft make for a succession of identities 

where the symbolic and the economic are (re)combined in varied ways, Jourdain 

presents three craft typologies: ‘elite artisans’, ‘traditional makers’, and 

‘creators’. Elite artisans are predominantly male, often employ more, and have 
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the largest financial turnovers. Creators, meanwhile, are predominantly female, 

are more likely to work alone, and earn a significantly lower annual income. In 

the midst of this is the traditional maker, most likely to be male, but less likely to 

have had formal training than elite artisans, and located rurally therefore seen to 

be operating less dynamically. While the profile of a creator is located amongst 

that of contemporary art, the elite artisans and traditional makers are deemed 

most closely aligned to the ‘traditional craft universe’ (p.6). These findings 

oppose the previously discussed musings of Banks (2010), who frames artistic 

labour as superseding that of craft in terms of recognition, as well as economic 

reward. Instead, Jourdain posits the ‘elite artisan’ as the most commercially 

successful via their combination of the symbolic and the economic. In addition to 

this, Jourdain suggests that craft practitioners operate without any support 

mechanisms whatsoever, stating that unlike ‘artists and writers…[craftspeople] 

do not benefit from the support of intermediary agents such as art dealers or 

publishers to sell their products and they must consequently face economic 

realities themselves’ (Jourdain, 2015, p.2). While the French specificity of the 

research must be recognised, this position suggests craft practitioners exist 

without any kind of support or intermediary influence. In the UK and Scottish 

context this is simply not the case, with varied organisations established to 

influence a practitioner's navigation of these poles, in turn influencing their 

identity within the sector. As such, there appears to be a gap in craft practitioner 

typologies that establish the influence of craft development organisations on the 

formation of an individual’s entrepreneurial identity (in this case, within a 

geographically-bounded context). 
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 This factor of organisational support is explored by Bouette and Magee 

(2015), whose enquiry into the relevance of business support for craft 

practitioners was based in Dublin, and identified three forms of craft business: 

‘the hobbyist’, ‘the artisan’, and ‘the entrepreneur’. When comparing the 

features of these profiles with the ones identified by Jourdain (2015), we see 

much similarity in the typology features, but with difference in the interpretation 

of identity that is communicated via descriptive titles. Bouette and Magee’s 

‘hobbyist’ aligns closely with Jourdain’s ‘creator’: a female creative driven by 

passion for their practice but lacking in financial imperatives. The contrast 

between the language used in these similar studies is striking in its diminution, 

with the title of ‘hobbyist’ marginalising predominantly female practice as 

dabbling9 (Bain, 2005), a minimising practice that has been documented in 

entrepreneurial discourse (Achtenhagen and Welter, 2011). Despite addressing 

the significant gender bias that emerged in their findings (p.346), Bouette and 

Magee’s framing of the entrepreneurial craftsperson as a high-growth focussed 

male, while dismissing the value-driven practitioners they position as hobbyist or 

artisan, misses a significant opportunity to challenge what an entrepreneurial 

identity looks like in the craft sector. Utilising a mixed methods survey, Bouette 

and Magee’s paper does question the extent to which its respondents accessed 

and valued programmes of support, yet it does not explore the influence of these 

programmes. For example, the findings indicate that the ‘artisans’ and 

‘entrepreneurs’ were far more likely to access and recommend support, and yet 

                                                        
9 It is, however, important to note that many with a craft practice may indeed be described as 

hobbyists, with no intention of ever making a career out of their practice 
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it does not question the extent to which a positive experience during these 

support programmes has encouraged or enabled the development of an 

entrepreneurial narrative (Lounsbury and Glynn, 2001). Thus, the role of craft 

development organisations on the development of entrepreneurial identities in 

craft continues to present itself as a significant gap that is yet to be fully tackled.  

The most comprehensive typology of ‘craft business owner/manager 

characteristics’ comes from Fillis (2004, p.72), whose mixed method paper on the 

internationalisation of small craft firms produced four profiles: ‘the lifestyler’, 

‘the idealist’, ‘the late developer’ and ‘the entrepreneur’ (see Table 2.4).  

Table 2.4. Craft business owner/manager characteristics 

The Lifestyler  
 

• expansion of business not important  

• unwilling to take many risks  

• importance of quality of life  

• may or may not export; generally 

reactive  

• unwilling to follow business and 

marketing philosophy (to varying 

degrees) 

 

The Entrepreneur 
 

• risk taker (in terms of carrying out 

business and with the craft product itself) 

• may or may not export – proactive 

• willing to accept business and marketing 

philosophy/skills 

• realisation of importance of customer 

relationships/networking 

The Idealist  
 

• risk taker (with the craft product)  

• unwilling to accept business and 

marketing philosophy  

• dominance of ‘Art for Art’s sake’ 

beliefs  

• may or may not export  

• realisation of importance of 

establishing and building relationships 

and generating reputation  

• views self as artist rather than 

craftsperson 

The Late Developer 
 

• tends to come from non-creative 

background 

• less motivated to expand business; less 

likely to export 

• unlikely to accept ‘new’ ideas; believes in 

valuing own experience of business and 

life 

• able to bring ‘outside skills’ to the 

business 

• lifestyle also important 

 

Source: Adapted from Fillis (2004) 

Centring variables such as the expansion of business, risk, and the poles of art 

and commerce, Fillis promotes a craft practitioner’s willingness to accept 
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business and marketing as the key distinguisher of ‘the entrepreneur’, stating 

that those aligning with the ‘artworld’ refuse ‘to embrace marketing in case their 

artistic standpoint is compromised’10 (p.74).Connecting, again, with the major 

theme of autonomy that pervades the decision-making processes of a 

craftsperson and their labour, it is a perceived desire of a craft practitioner to 

retain control over their production that is presented as the factor excluding 

them from the developmental capacities of entrepreneurship. Those unwilling to 

conform to ‘business and marketing philosophy’ are cast as idealists, without 

questioning the relevance or delivery of such a philosophy. This has implications 

for our understanding of the role of organisational support in the development 

of craft practitioner identities, and the nature of the exchange that occurs 

between individuals and organisations. Indeed, Fillis’ typological model was 

adopted by both Burns et al. (2012) in the creation of the Craft Council’s ‘Craft in 

the Age of Change’ and BOP Consulting’s (2010) ‘Mapping the Creative 

Industries’, replicating this division at a policy level.  

 The pervasive binary of ‘artist vs entrepreneur’ enforces a limited 

interpretation of a craftsperson’s being, even despite Jourdain’s (2015) assertion 

that these opposing poles are combined in any number of personalised ways. 

The typologies divided from that of the entrepreneurial demonstrate many of 

the hallmarks of an unconventional entrepreneur (Cova and Guercini, 2016; 

Guercini and Cova, 2018) as discussed in Chapter 2.4. The ‘creators’ (Jourdain, 

2015), ‘hobbyist’ and ‘artisan’ (Bouette and Magee, 2015), or ‘lifestyler’ and 

                                                        
10 This, again, is deeply ironic considering the vast sums of money involved in the ‘artworld’ 
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‘idealist’ (Fillis, 2004) are driven by passion for their practice, maintaining quality 

of life, establishing relationships, and building their reputation. As such, these 

previously discounted approaches to craft enterprise should be recognised as 

being able to contribute to the innovation, development, and growth of the 

sector as unconventional forms of entrepreneurship. They simply enact their 

entrepreneurial processes in a different way to enterprises that partake in more 

mainstream business activity. This demonstrates the powerful need for a more 

flexible typology of craft entrepreneurship, that incorporates some of the 

unconventional identifiers.  

The contrasting threads of top-down expectation and grass-roots self-

definition and determination appear to underline the tension that exists 

between the creative and the economic within contemporary craft production. 

Framing craftspeople as solitary, homogenous individuals is neglectful in 

recognising the ‘inter-individuality variability’ (Godwin and Mishler, 2001, p.11) 

formed by so many dimensions, including geographical location (Gibson, 2015), 

surrounding networks (Pret and Carter, 2017), and access to resources, amongst 

other factors. These variables influence complex, often subversive, 

entrepreneurial identities and determine not just a craft practitioner’s own long-

term career path, but the long-term future and development of the entire sector. 

The isolationist characterisation of those craftspeople that sit outside of the 

narrow definition of ‘conventional entrepreneur’ does not align with the 

collaborative, heavily embedded and networked practitioner that is described in 

studies such as Luckman (2018) or Pret and Carter (2017), demonstrating how 
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easily the complex identities of practitioners can be oversimplified by the 

application of ill-fitting frameworks.     

The oversimplification of craft identities may be connected to the 

pervasive narratives that are attached to terminology and titles in the creative 

field. In their paper on artistic identities, Bain (2005) states that the construction 

of such an identity is reliant upon ‘myths and stereotypes’ (p.27) that may, 

ultimately, negatively impact upon the understanding of these identities by 

‘outsiders’. Drawing on historical accounts of visual artists to demonstrate how 

the ‘mythical figure of the artist’ (p.28) has been constructed, Bain (2005) warns 

of the danger of idealisation of creative practice. The situation of creative labour 

outside of ‘the realms of everyday life’ (p.30) prevents understanding of its 

problematic or difficult aspects. Applying this argument to the craft typologies 

presented by Jourdain (2015), Bouette and Magee (2014), and Fillis (2004), there 

is space to challenge the problematic binary of ‘artist or entrepreneur’ that is 

repeatedly proposed, whereby the autonomy seeking craftsperson is 

stereotyped as an uncompromising artist should they not fulfil a rigid profile of 

entrepreneur. While Bain’s study emphasises the role of narrative in the 

construction of identity, Elliott Mishler (1992) uses narrative to communicate the 

complicated identities of ‘craftartists’. It is this creative stereotype that Mishler 

sought to address, choosing to centre the voices of craft practitioners in order to 

demonstrate the wealth of ‘sub-identities’ (p.8) that render any formal attempts 

at binary categorisation futile. Bain (2005) also speaks of the ‘fractured identity’ 

(p.39) of practitioners, partially caused by a reliance on secondary employment, 

demonstrating the challenging hurdle of maintaining a coherent identity while 
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juggling the multiple, which we can extend to the portfolio or project-based 

model of working so common in craft.  

This multiplicity of identity is often found in sociological and psychological 

discourse (Deaux and Burke, 2010) theorising how we, as individuals, are known 

and exist in a number of different social constructs that demand alternating 

characteristics and approaches (Burke and Stets, 2009), directly referencing the 

embeddedness of craft practitioners in a complicated network that places 

multiple demands upon individuals. These demands include the involvement in 

programming offered by craft development organisations to enable 

development, but which also add to the considerable diversity of activity that 

can fracture an individual’s understanding of their identity. Indeed, a shift 

towards the understanding of identity as a multidimensional and dynamic state 

of being has refocussed attention upon the circumstances and processes under 

which identity is formed (Leitch and Harrison, 2016; Caza et al., 2018). This 

dynamic and ever-changing nature of craft identities has implications for the 

static identities currently used to label craft practitioners at a meso and macro 

level. As such there is need for the organisations that sit at this level to 

reappraise the understanding of what it means to be a craft entrepreneur.  

2.6. Identity Work and Play 
 

Identity work is ‘the cognitive, discursive, physical, and behavioral activities that 

individuals undertake with the goal of forming, repairing, maintaining, 

strengthening, revising, or rejecting collective, role, and personal self-meanings 

within the boundaries of their social contexts’ (Caza et al., 2018, p.895, see also 

Snow and Anderson, 1987; Alvesson and Willmott, 2002; Svenningson and 
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Alvesson, 2003). As an academic concept, it is deeply entrenched within 

organisational studies (Alvesson et al., 2008: Brown, 2015), and as a method of 

management for multiplicitous models of working (Caza et al., 2018) aligning 

particularly with the portfolio and project-based working that is the norm in 

craft. While presented as an ongoing process of maintenance, identity work is 

seen as intensifying during times of tension, significant change, or when an 

individual is navigating their environment (Ibarra and Petriglieri, 2010; Brown 

and Toyoki, 2013; Brown, 2015). Its cognitive, discursive, physical, and behavioral 

enactment can materialise through a number of integrated tactics (Caza et al., 

2018) (see Table 2.5). These varied tactics demonstrate the potential for diversity 

within the processes of identity work, as well as the many ways the topic could 

be explored. 

Table 2.5. Examples of processes of identity work 

Tactics of Identity 
Work 

Examples of Processes of Identity Work 

Cognitive Migrant business women filtering and attending to the 

suggestions given to them by others based on whether 

those suggestions were favourable to their goal of 

maintaining 

autonomy or not (Essers et al., 2013) 

Discursive Verbal tactics used by individuals in claiming and granting 

of leader and follower identities (DeRue and Ashford, 2010) 

Physical Use of social media by librarians to highlight their presence 

in an increasingly digitised sector (Boudreau et al., 2014) 

Behavioural Blaming, condemning condemners and distancing from 

clients/roles that highlighted unpleasant aspects of an 

employee’s job (Ashforth et al., 2007) 

Source: Adapted from Caza et al. (2018) 

For example, narrative perspectives on identity work describe it as a process of 

storytelling that helps an individual to create and maintain their preferred 

identity. Through this, experiences are collected and integrated into an 
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individual’s stories of the self, plotting historical and future trajectories (Ibarra 

and Barlescu, 2010; Ibarra and Petriglieri, 2010; Brown, 2015). As an on-going 

discursive process that incorporates other actors, the resulting narrative is 

influenced both internally and externally, existing as a web of shared narrative 

with varied interpretation (Beech et al., 2012). The result is a collective identity 

that informs and is informed by the individuals that exist within the group, and 

allows for greater understanding from those who exist outside of the group. 

Similarly, the sharing of another’s previous experience has emerged as an 

influential form of identity work, building connectivity and value within the 

creative industries.  

Using narrative of vicarious experience (NoVE) which is the discussion of 

another’s stories or experiences, Mildorf (2019) demonstrates the way exchange 

of narrative can contribute towards the development of a practitioner’s self-

identity, as well as creating a ‘web of shared experience’ (p.104) that links 

individuals within a field to create a collective identity. Comparing the act of 

collecting and sharing of such narratives to Linde’s (2009) ‘institutional memory’, 

the theory delineates the institutional act of collecting and preserving 

information on events and people. The web of shared experience allows for the 

communication of additional interpretive information that may be lost in an 

otherwise neutral archived collection, by building links and communicating an 

individual’s relational position within a sector. Mildorf places this in an 

institutional context by unearthing transcripts of interviews with designers and 

crafts people, demonstrating apparent connections between interviewer and 

interviewee, that are held within the archives of the Smithsonian Institute. 
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Extending upon this research, this idea is relevant in regards to a craft 

development organisation’s communications both within and beyond the 

confines of its network. The web of shared experience that is created, 

documented, stored, and communicated continually by the actions and activities 

of such an organisation can tell the collective story of a sector’s individuals and 

their identities. As producers of opportunity, craft development organisations 

play a major role in the creation of the discursive processes that enable craft 

practitioners to create and maintain their unique entrepreneurial craft identities. 

Indeed, craft development organisations themselves exercise significant identity 

work in order to attain a position of influence within the sector. These are 

curated, heavily edited stories, but stories nonetheless. Framing this exchange as 

a kind of ritual interaction (Gaggioli et al., 2013, p.7) a craft development 

organisation is ‘able to create a chain which connects previous interactions with 

future ones’ (p.7) across a network, building pathways for future operations by 

communicating the actions and outcomes of others. Thus, argument can be 

made for the analysis of formats in which Craft Scotland creates, collates, and 

disseminates the experiences of craft practitioners in Scotland in order to better 

understand how activities can be captured and go on to inform future actions.  

 The above narrative perspectives contrast significantly with critical 

perspectives on identity, which seek to challenge the power dynamics central to 

the interaction between a craft development organisation and the craft 

community. Aligning with Brown’s (2015) theme of structure and agency, critical 

perspectives question the extent to which the structures and framework that we 

exist within influence identity. The role organisational or institutional bodies take 
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in forming dominant narratives is centered, with the struggle of an individual to 

either conform to or transgress against these narratives framed as the identity 

work. This identity work often occurs as a negotiation between states of 

‘domination and resistance’ (Brown, 2015, p.26), usually only gently challenging 

the status quo (Huber and Brown, 2017). While focus has fallen upon the work 

required by an individual to tailor and adapt to their circumstance, emphasis 

upon ‘work’ alone overlooks ‘the multiple, often incoherent and variable nature 

of the self as well as the process of exploration and discovery necessary for 

creating new identities’ (Ibarra and Petriglieri, 2010, p.21). The process of 

(re)inventing identity in an informal, creative way is described by Ibarra and 

Petriglieri (2010) as ‘identity play’. In their theory, presented as complimentary 

to the certainty of ‘identity work’, Ibarra and Petriglieri address the tendency for 

academic exploration to ‘assume identities as given’ (p.10). Instead, identity play 

offers opportunity for an individual to develop through ‘engagement in 

provisional but active trial of possible future selves’ (p.10) – a form of identity 

negotiation (Swann, 1987). Delineating identity play’s reliance on purpose, place, 

and process, Ibarra and Petriglieri present a theory that is almost metaphysical in 

its enactment. This play seeks an internally-motivated possible future self that 

lies ‘in-between fantasy and reality’ (p.16), reached via rehearsal of ‘deliberate 

variations’ (p.17) of an identity. Ibarra and Petriglieri point towards temporal or 

transitional ‘playspaces’, such as evening classes, where these identities can be 

‘tried on’. Happening within the cognitive, physical, discursive, and behavioural 

spaces of identity work, identity play is an imaginative process that provides 

space for contemplation of new models of working. By using these concepts to 
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describe the opportunity provided to craft practitioners by craft development 

organisations, it is possible to begin to unpack the ways individual practitioners 

draw on and interact with available opportunities, and the influence they have 

on their self-definition as they exert identity work and play while participating in 

opportunity.  

As a provider of such opportunity for the development of individuals, 

craft development organisations are also impacted by identity work. Despite the 

constraints put upon individuals by an organisation in a position of management 

or leadership, the self-narration of said individuals is framed by Brown and 

Toyoki (2013) as a ‘discursive activity that constructs organisations as legitimate 

or illegitimate’ (p.876). Thus, the narrative identity work of craft practitioners at 

a micro-level can have ‘macro-level consequences’ (ibid.) for the craft 

development organisations tasked with providing developmental opportunity. 

Thus, the identity work of craft practitioners has great potential for disruptive or 

radical action when it comes to challenging the processes of a craft development 

organisation. This reciprocal making and remaking of both individual and 

collective identities within the craft sector via collaborative working demands 

better understanding of the influence of these opportunities upon the 

development of craft practitioner’s entrepreneurial identities to which the 

research is seeking to contribute.  

2.7. Summary 
 

This chapter has explored the complex relationship between craft, 

entrepreneurship, and identity. Unpacking the complexity of craft via its 

multiplicity, devaluation of labour, awkward position amongst the creative 
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industries, and its problematic relationship with entrepreneurship it is possible 

to see the potential challenges in this field of investigation. A gap has been 

identified that exists between the top-down agenda for industry growth, the 

prevailing understanding of the entrepreneur, and the rejection of conventional 

entrepreneurial practices by the craft sector. Apparent is the opportunity this 

research holds to contribute to the unpacking of craft’s entrepreneurial nuances, 

battling the homogenisation that the field may suffer from. The researcher 

believes that, in doing so, the potential the sector holds for contributing to 

society may be better understood. Key to this is more clarity in what 

entrepreneurship looks like in the sector. 

While it has been recognised that craft is indeed deeply entrepreneurial, 

there is a diversity in this entrepreneurship thanks to the inherently personal 

nature of craft practice and enterprise, and the project-based nature of labour in 

the sector. Yet, the focus of developmental opportunity, or indeed academic 

research, is often placed upon the craft object, rather than the craft practitioner. 

In doing so, the world making capabilities of the practitioner are side-lined in 

favour of their ability to produce consumables, and contribute to economic 

growth. This has serious implications for the sustainability of craft enterprise – 

something that must be recognised by craft development organisations that 

provide such craft development opportunity. This research argues that in fact 

craft practitioners have much to offer when seeking to understand alternative 

entrepreneurial practice empirically, offering examples of non-conformist 

practice. Thus, the exploration of the unique entrepreneurial identities of craft 

practitioners becomes a key aim. With better knowledge surrounding these 
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identities, and their unique practices, craft development organisations can 

usefully appraise their programmes of support and tailor them to the needs of 

the community being served.  

Through the course of this research, two theories emerged as potentially 

useful in further exploring these practical issues. The profile of craft practitioners 

aligns closely with that of the unconventional entrepreneur. Led by passion, 

supported by a vital community, and borne out of significant uncertainty, theory 

of the unconventional entrepreneur exposes the tension experienced by craft 

practitioners when seeking to fit and adapt to a more conventional environment 

replicated by craft development organisations. Understanding the resulting flux 

has significant implications for further theoretical understanding of this 

phenomenon, lending the research dual purpose. In addition to this, the theory 

of identity work and play provided space to consider the way practitioners 

uphold their identities while managing the tension that results as the consistent 

uncertainty experienced by their multiplicity, as they seek to make and remake 

themselves in order to access new opportunity.  

Having explored the issues prevalent in the development of craft 

practitioners, Chapter 3 goes on to elaborate upon the role of craft development 

organisations in enabling this development.  
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Chapter 3 : Craft Development Organisations and Sector 
Collaboration 
 

In this chapter craft development organisations are centred, recognising the 

important dialogical relationship within which individual craftspeople and craft 

development organisations exist. Focusing on the deeply networked ecosystem 

within which craft enterprise is embedded, craft development organisations are 

explored as a social construct, that is both shaped through interaction with its 

community and responsible for the shaping of its community. Continuing to 

highlight the significant gap in knowledge surrounding the role of craft 

development organisations in the development of craft practitioners, the 

concept of entrepreneurial opportunity is explored. Addressing the access of 

opportunity made available through craft development organisations, the 

research interrogates the process of identity construction that is undergone by 

craft practitioners to gain recognition and legitimacy by others within the craft 

sector. Highlighted is the gap in the literature surrounding the creation and 

development of opportunity, which has failed to recognise the unique 

circumstance in the craft development organisation/craft practitioner 

relationship whereby opportunity is presented by a craft development 

organisation to craft practitioners to be exploited. The chapter then concludes 

with an overview of entrepreneurial ecosystems, and the value of this metaphor 

as a way to explain and further interrogate the relational exchange between 

craft practitioners and craft development organisations.   
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3.1. Craft Development Organisations as a Social Construct 
 

Our society is influenced and guided by policy. This complex network of ideas 

and rules directs our daily operations and sets a standard for how we live and 

work. In its simplest terms, cultural policy relates to the policies, actions, and 

initiatives put in place by governments and public bodies to encourage and 

support a region’s cultural operations (Scullion and Garcia, 2005). The creation of 

policy, whether cultural or otherwise, can be framed in a number of ways, and 

exists in various contexts, with no one way to understand it (Gray, 2010). While 

policy documents and reports such as the ones produced by governments, 

institutional bodies, and thinktanks provide tangible forms of discourse, it 

primarily resides within far more ephemeral shapes. Public dialogue, events, or 

practice all contribute to both the application and creation of cultural policy. 

Policy can also be viewed as a structural object; a framework for how we live our 

lives. As such, it can be seen as both a structuralist concept, that is pieced 

together by the world, as well as a post-structural one, where its presence helps 

to create our world. Therefore, craft development organisations such as Craft 

Scotland can be seen as explicitly influenced by, and an influencer of, the cultural 

policy that shapes models of creative work. While this ontological complexity 

demonstrates the prevalence of cultural policy as an abstract concept, the 

collective call from global cultural leaders for culture to be included in all urban 

policy-making as the ‘golden thread’ (p.8) that connects initiatives and 

campaigns (World Cities Cultural Forum, 2015) validates its connection to our 

everyday lives. 
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The support that is created as a result of policy, which includes craft 

development organisations, can therefore be positioned as a social construct 

(Pierce et al., 2014). The opportunity an individual finds within these social 

constructs is central to how successful the support is in facilitating the 

development of an entrepreneurial individual (Gibb, 2002; Wren and Storey, 

2002; De Faoite et al., 2004; Boter and Lundtsrom, 2005; Bouette and Magee, 

2015). This opportunity may take many forms, but in the context of this research, 

the ‘opportunity’ being discussed includes events and exhibitions where crafts 

practitioners create, present, and potentially sell their work (see Chapter 1.4 and 

2.2 for further discussion). This support, and the organisations that provide it, is 

also central to the development of the creative industries. The inner workings of 

support-based programmes and organisations still remain relatively unknown 

(Munro, 2017; Richter et al., 2019), despite the hard work invested into their 

numerous reports and other publications (e.g. Burns et al., 2012; Crafts Council, 

2014; Weiss, 2016; Craft Scotland, 2017b; Crafts Council, 2020). This presents a 

challenge when working to make a craft development organisation’s remit, and 

its influence on the sector it serves, more transparent. Positioning craft 

development organisations as valuable intermediaries, Munro (2017, p.2) 

describes this challenge: 

“…we know relatively little about the nature of the ‘oscillations’ 

that intermediaries perform as part of their role, and how competing 

pressures find expression in organisational practice. We also know 

relatively little about what services creative practitioners and 

microbusinesses draw down from intermediaries11, why and when, 

nor how they perceive of the practical role of intermediaries.” 

                                                        
11 An intermediary is a third party that acts as a link between two possibly disparate parties 

(Young, 1972), for example the role of cultural intermediaries in the legitimisation of cultural 

consumption (Bourdieu 1984). It is therefore interchangeable with the term craft development 
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In the position of a sector leader, a craft development organisation could be 

described as an intermediary gatekeeper (Bourdieu, 1984) of essential resources. 

In this role, an organisation is assumed to hold much power over the decision-

making that can go on to impact the entire sector. However, it is believed that 

such craft development organisations are going through a sectoral shift that 

expects the relationship between an organisation and its communities to be 

reassessed (Sicca and Zan, 2005; Munro, 2017; Richter et al., 2019). This 

underlines the value of this research, creating space to better understand the 

role of craft development organisations as a central node between the craft 

practitioners operating at a micro level, and the policymakers acting at a macro 

level.  

Practically speaking, most of our knowledge comes from within these 

craft development organisations themselves, in the form of annual reports and 

commissioned research which present the narratives of individuals with whom 

they most frequently interact. It is such documents that advocate for the needs 

of the sector. However, through careful curation of such documents, focus is 

often placed upon success stories while failure is minimised (Jancovich and 

Stevenson, 2020). A common narrative tactic to maintain legitimacy (Garud et 

al., 2014), the concern may be that disclosure of negative experiences in the 

sector would delegitimise those involved. As a result, an inward-looking echo 

chamber is created that may fail to recognise (at least publicly) areas most in 

                                                        

organisation, as these bodies often take on the role of legitimising forms of craft practice (Shultz, 

2015) (see Chapter 3.4). 
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need of improvement. There exists an opportunity to subvert this trend, and 

draw from the vast experience and perspectives within a craft development 

organisation’s community of users, whether they be individual practitioners, 

collaborative partners, or organisations themselves. In doing so, space opens up 

that allows for practitioner experience to tell the story of their use of 

organisational support, its role in building out a practitioner’s complex 

entrepreneurial identities, and their proposed trajectories for creating the craft-

rich economies of the future.  

The desire to comprehend the operations of craft development 

organisations within the creative industries is not new. Reports litter the 

research pages of their websites, hinting at the myriad themes that have 

complicated the sector (See Chapter 2.1). Previous research has often focussed 

on the commercial viability of a craft development organisation, rather than 

impacts, effectiveness, and reaching organisational objectives (Cray and Inglis, 

2011). This tendency is one that has ignored the explicit connection that exists 

between a craft development organisation’s commercial viability and its ability 

to achieve its creative and public goals. High level leaders of such craft 

development organisations are more likely to be at the mercy of external 

stakeholders and their agendas when it comes to negotiating organisational 

operations (Cray, Inglis and Freeman, 2007). For a publicly-funded organisation 

with charitable status, such as Craft Scotland, these stakeholders may be a 

funding body (in this case, Creative Scotland, although funding is secured from 

several other partners), a Board of Trustees, partner organisation, or a 

community of users. Such variety can understandably create many competing 
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pressures. Rapidly changing social and economic contexts have demanded 

greater professionalism from public organisations, driving a shift towards the use 

of business models more regularly seen in private, profit-driven firms (Thelwall, 

2015). With this comes expectations, pathways, and performance indicators that 

do not always align with the varied socially and geographically bound 

imperatives that are found amongst craft practitioners. This emphasises the gap 

in understanding between craft development organisations and craft 

practitioners, suggesting craft development organisations need mechanisms or 

typologies that the community of craft practitioners can better align themselves 

with.  

It is believed that little is known about arts leadership and decision 

making (Cray, Inglis and Freeman, 2007), let alone the impacts of the decisions 

being made. This is a sentiment that continues in the discourse surrounding arts 

organisations and management (Cray and Inglis, 2011; Munro, 2017). In their 

exploration of the dual rationalities that influence decision making in arts 

management, Cray et al. (2007) argue that there are unique factors specific to 

the arts and creative industries that set a craft development organisation’s 

operations apart from other industries, influencing strategic movements. These 

factors include the balance of aesthetic considerations against viability – 

particularly when the creative endeavours of the organisation are used to 

enhance the social and cultural capital of the director and staff. In addition to 

this, competing pressures from ties with a multitude of stakeholders must be 

balanced against the vision held by an organisation’s director. As such, running 

an organisation with the tools and processes typically applied to other industries 
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is considered unsustainable, albeit common. Cray, Freeman, and Inglis 

characterise creative leadership as reflexive, utilising ‘charismatic, transactional, 

transformational, or participatory’ (p.295) approaches to working that are 

employed depending on the circumstances (see Table 3.1).  

Table 3.1. Leadership styles for decision making  

Style Weakness Strengths Characteristics Applications 
Charismatic  Single 

leader; 

relies on 

personality 

Promotes high 

level of 

commitment; 

single vision 

Generates 

dependency; 

success relies 

on leader 

Small 

organisation; 

new 

organisation; 

organisation 

in crisis 

Transactional Leader-

follower 

dynamic; 

mutual 

benefits 

Routinised 

leadership; 

non-disruptive 

transition 

between 

leaders 

Followers 

become 

calculative 

Bureaucratic 

organisation 

Transformational Leader 

inspires 

followers to 

move self-

interest 

Focus on 

immediate 

problems 

Focus on 

leader; ignores 

situational 

variables 

When 

organisation 

needs 

significant 

change 

Participatory Leader 

involves 

others in 

decision 

making and 

leadership 

Promotes sense 

of belonging; 

speeds 

implementation 

Slows decision 

making and 

other 

processes 

Flat 

organisation 

with widely 

accepted 

goals 

Source: Adapted from Cray, Inglis, and Freeman (2007) 

This presents craft development organisations as dynamic, reflexive constructs 

that are able to adapt their approach depending on the needs of their 

environment. In some ways, these leadership styles align with four different 

approaches to organisation design that have been used by Sarasvathy et al. 

(2008) to better understand how entrepreneurial approaches to the discovery or 

creation of opportunity lead to the formation of organisational environments 

(see Table 3.2).   
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Table 3.2. A framework for organisational prediction and control 

Positioning Construction 
 

Planning 
Try harder to predict and position 

more accurately 

Low Emphasis on Control 

High Emphasis on Prediction 

 

(Predictive control) 

Visionary 
Persistently build your clear vision of a 

valuable future 

High Emphasis on Control 

High Emphasis on Prediction 

 

 

Adaptive 
Move faster to adapt to a rapidly 

changing environment 

Low Emphasis on Control 

Low Emphasis on Prediction 

(Non-predictive control) 

Transformative 
Transform current means into co-

created goals with others who commit 

to building a possible future 

High Emphasis on Control 

Low Emphasis on Prediction 

 

Source: Adapted from Wiltbank et al. (2006, p.983), Cited in Sarasvathy et el. (2008, p.341) 

 

Using a matrix that emphasises the interaction of prediction and control, 

Sarasvathy et al. (2008) highlight how the creation of opportunity is a process by 

which an organisation can create its environment. Such a perspective frames an 

organisation not just as a socially-created construct, but an artefact that is 

designed (Simon, 1996). As a result, an organisation’s environment can also be 

designed. Crucially, it is an organisation’s approach to the creation or discovery 

of opportunity that defines its environment. Notable, however, is the difference 

between the ‘Transformative’ approaches. While Cray et al. suggest a 

transformational approach that ignores situational variables, Sarasvathy et al.’s 

understanding is embedded in an effectual approach that is deeply cognisant of 

the context in which a process is being enacted. Both, however, expect a 
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commitment to change. This approach aligns significantly with the notion of craft 

practitioners as challengers of entrepreneurship (see Chapter 2.3), seeking 

change within the sector. An unknown, however, is the extent to which a craft 

development organisation such as Craft Scotland seeks transformation in the 

sector. If so, such an approach to leadership via the creation of opportunity could 

be valuable.  

The opportunity that is offered by a craft development organisation is 

believed to be closely tied to the way the organisation is set up. Sarah Thelwall’s 

(2015) exploration into ‘The challenges and opportunities in the business models 

of Craft Development Organisations’ made comparison between five such 

organisations in order to produce a set of guidelines for robustness and 

sustainability. Establishing that the embedded nature of craft development 

organisations contributed significantly to a lack of agility, Thelwall laid out a 

number of competing questions that demonstrated the sheer variety in the 

activities of any given organisation (see Table 3.3). This included the dual role of 

being both a development organisation and a sales agency, as well as the need to 

supply often quite different markets. Thus, not only must communities of craft 

practitioners establish and tread a unique entrepreneurial path, so too must the 

craft development organisations that are supporting the sector. 

Table 3.3. Key differences which affect the contemporary craft development organisation’s business model  

Key differences which affect the contemporary craft development organisation’s 
business model 
 

Is the organisation operating a public gallery or not? 

Does the organisation include the provision of studios to craft makers in its 

development or delivery remit? 

Does the organisation play a role in selling craft objects to the general public? 
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Is the organisation delivering business to business activities within the arts and 

cultural sector such as touring exhibitions? 

Is the organisation developing business to business activities which connect craft 

into other public sector activities in health, education or social services?  

Source: Adapted from Thelwall (2015) 

As discoverers and creators of opportunity for both themselves and the wider 

craft community, that can vary significantly depending on the position of the 

organisation, a craft development organisation can be seen as bearing much 

control over the activities of the sector they are embedded in. Therefore, it is 

vital that an organisation, and those tasked with driving it, more fully 

comprehend the needs of the community it serves. Advocating for the continued 

research into how such craft development organisations navigate this issue, this 

research seeks to contribute to this long-standing gap in knowledge by exploring 

the role of Craft Scotland in the Scottish craft sector.  

3.2. Creating and Accessing Opportunity 
 

Central to the entrepreneurial process is debate on opportunity which is a 

contested area of literature. The discovery of opportunity – or the ‘promise view’ 

(Nielsen et al., 2017) – is the recognition of entrepreneurial potential that 

objectively exists and acting upon it (Korsgaard et al., 2015). This understanding 

of opportunity states that when an entrepreneur recognises an opportunity, they 

develop an entrepreneurial plan of action that is enacted to exploit the 

opportunity (Shane and Venkataraman, 2000). In contrast, the creation of 

opportunity – or the ‘design view’ (Nielsen et al., 2017) – is a speculative process 

that sees entrepreneurs imagining their future activities, and taking action to 

create them using available resources. This viewpoint, promoted by academics 

such as Dimov (2007; 2016) aligns closely to the understanding of 
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unconventional entrepreneurship, as it relies upon the context of opportunity, 

and the social interactions that shape it. This perspective centres 

entrepreneurship’s relationship with design (Goldsby, 2017; Nielsen, 2017; 

Nielsen et al., 2018). Drawing on this debate, this research frames opportunity 

and entrepreneurship as existing in myriad under-acknowledged forms, wildly 

flexible, and dependent upon the context in which it is being enacted. 

Opportunity, in academic literature, is regularly presented as something that is 

interacted with by an entrepreneurial founder, highlighted by Sarasvathy et al.’s 

(2008) discussion of the nexus of founder, firm, and environment. Again, this is 

something challenged by Dimov (2007; 2016), who presents the creation of 

opportunity as something that may be done collectively. The process by which an 

organisation creates opportunity that, in turn, can create its environment is a 

model that can be applied to both craft practitioners and craft development 

organisations. However, for craft practitioners, a proportion of the opportunities 

they interact with are found or created by craft development organisations on 

their behalf. It is this interaction that has been neglected in the literature. 

This reality of how craft practitioners operate – as project-based workers 

regularly entering into temporary collaborations (Grabher, 2002) – has 

implications for their entrepreneurial development. However, it is a vital 

relationship rarely addressed within the entrepreneurial academic literature. 

Instead, each party is presented as an external resource (Jarolli, 1989) that are 

accessed by the other. Indeed, Sarasvathy et al. (2008) discuss external partners 

as stakeholders that ‘provide resources [and] set immediate agendas and 

generate new sub-goals for the venture’ (p.339). Even as a paper exploring 
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entrepreneurial culture and opportunity via collaboration, this perspective 

diminishes the important role a craft development organisation plays when a 

craft practitioner accesses an opportunity provided for them by a craft 

development organisation. Equally, the vital role a craft practitioner plays in 

exploiting the opportunities that are created is lost. As such, a gap exists in the 

understanding of the entrepreneurial processes that occur between a craft 

development organisation and craft practitioners when an opportunity is 

created, and then passed on to craft practitioners to explore and exploit. 

Recognising that this view of mutual exchange is one that is rarely explored in 

the literature, this gap is one that will be addressed by exploring craft 

development opportunity, and its influence upon craft practitioners.  

In critical entrepreneurial studies, entrepreneurship is rearticulated as a 

‘society-creating force’ (Verduyn et al., 2017, p.38).  Indeed, the opportunity for 

entrepreneurial development that is created as part of programmes of support 

can be a major influence upon the career pathways of the craft practitioners 

accessing it. From a craft practitioner perspective, it is important to note the 

varied ways in which individuals draw upon such opportunity, and the way such 

interactions contribute to the development of unique entrepreneurial craft 

identities. In a study on diversity and opportunity in the creative industries, Doris 

Eikhof (2017) frames workers such as craft practitioners as ‘objects of decision 

making’ (p.298), produced by organisational gatekeepers like craft development 

organisations. Emphasising moments where a creative identity is shaped to meet 

the requirements of others, a practitioner becomes reliant upon the evaluation 

of their creative identities by decision-makers such as those at the helm of craft 
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development organisations. Adopting a conceptual lens in order to analyse 

‘multidimensionality and interplay of factors influencing workforce participation 

and advancement’ (p.291), Eikhof underlines the social inequalities that are 

replicated in the structural features of the creative industries when opportunities 

for advancement are limited by hegemonic expectations (e.g. the adoption of 

Fillis’ (2004) craft typology that isolates and platforms a conventional 

entrepreneurial type). There is an expectation that a successful applicant for an 

opportunity will fulfil a pre-determined criteria that is in line with the aims and 

goals of the organisation. Any deviation from this expected canon of being poses 

a problem for practitioners when it comes to being recognised as legitimate 

(Morgan and Nelligan, 2015; Eikhof, 2017) by intermediary decision makers. The 

issue here is the distinct lack of autonomy for the practitioner, whose 

advancement is heavily dependent upon these gatekeepers. This critique of 

sector development addresses many of the concerns of craft practice (Kovesi and 

Kern, 2018). This ‘subservient’ (Harris, 2018, p.53) way craft practitioners are 

expected to bend to the top-down interim initiatives is deeply problematic, and 

suggests a need to consider alternative ways opportunity may be co-created with 

the craft practitioners participating in it.  

Seeking to tackle this power imbalance, Nielsen, Norlyk and Christensen 

(2018) suggest the reframing of entrepreneurship and entrepreneurial 

opportunity provided through support programmes as an ‘identity driven, 

effectual, and constructivist’ form of creative production, that can give 

practitioners ‘the feeling of being on home ground in the entrepreneurial 

process’ (p.366). Thinking beyond the confines of a single organisation or even a 



 121 

sector, their designerly approach seeks to inspire alternative forms of citizenship 

and, by extension, entrepreneurship. However, Simon (1996, p.153) reminds us 

that those accessing an organisation’s services do so in their own designerly 

fashion, ‘seeking to use the system to further their own goals’, piecing together 

available opportunity. They do this, Patten (2016) argues, to accrue alternative 

forms of value, which in turn allows them some semblance of control over the 

construction of their own identities (Luckman and Andrew, 2018) in resistance to 

the influence of top-down narratives.  

This is something explored by Mortati (2018) in their chapter on design 

economies in the near future, which exposes the important role creative systems 

and networks of actors play in the growing connectivity between economy and 

society. Mortati (2018) posits that the social and economic drivers influencing 

new forms of enterprise operations (e.g. the small-scale production and crowd 

sourcing of resources and funds often seen in contemporary craft practice) has 

provided an opportunity for an evolution in how we envision enterprise and 

economies, and the activities that form them. As such, new forms of 

entrepreneurship are emerging through the incorporation of creative 

approaches and the use of the heavily networked system in which they operate. 

Mortati points to the ideal of the ‘convivial society’ (p.29) where imaginative 

collaboration enables communities to establish new social processes which in 

turn influence models of business and enterprise. They go on to question how 

new forms of organisational process enable alternative entrepreneurial 

processes, in turn leading to innovative products and services. This exploratory 

chapter, which, by the author’s admission, seeks to contribute a thoughtful line 
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of questioning rather than any concrete answer, is one of the few that 

acknowledges the deeply networked nature of practitioners, and in particular, 

the role of the public sector within this network. These networks are 

characterised as far reaching and ‘less graspable’ (p.30) than traditional linear 

models of business or management. This echoes the contextually-based research 

of Thelwall (2015), and underlines the need for research that can illuminate 

some of these activities and interactions in a real-world context. Building 

awareness of collaborative working could enable a more strategic form of action 

that can address issues of uncertainty found within the craft sector. This work, 

however, is something that must happen collectively in order to provide holistic 

change for the sector.  

3.3. Developmental Opportunity as Process of Identity Construction 
 

The processes enacted by craft practitioners in order to acquire access to a 

development opportunity is in itself a process of identity construction. For 

example, upon acceptance of a developmental opportunity, a craft practitioner’s 

dialogue with collaborators (organisational or otherwise) enables a process of 

adaptation to the available resources. This process of identity work can, in turn, 

influence entrepreneurial processes that feed that individual’s perception of 

themselves and their decision to continue to access opportunities that are 

available to them (Nielsen and Lassen, 2012). This process of identity 

construction is believed to be common across entrepreneurship (Ireland and 

Webb, 2007). Entrepreneurial individuals are thought to create a ‘parallel 

universe of activity’ (Feld, 2012, p.143) where they engage only in the top-down 

activities deemed useful, without necessarily expecting any particular outcome 
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other than leverage for their own grassroots actions, where they are able to 

operate and trade upon the experience, knowledge, and value they have gained. 

This operation builds a non-linear ‘protean career’ (Hall, 2004 cited in Luckman 

and Andrew, 2018, p.126) that inevitably interacts with their personal business 

model and offers the much sought-after agency and autonomy. Thus, the 

opportunities a craft practitioner chooses to partake in bear influence not just on 

how they are perceived, but how they and the rest of the sector develops. In this 

sense, practitioners themselves can be framed as cultural beings that embody, 

collect, and manage various forms of value through their participation in selected 

events. This tendency for craft practitioners to construct or redefine their own 

values places them in the role of ‘pioneer entrepreneur’ (Khaire, 2017, p.27), 

perpetually innovating through interactions with their selected markets. Thus, it 

is possible to understand the extraordinary push and pull that exists in the 

relationship between an individual and the organisational opportunity or support 

they access. As a result, the interaction between craft development organisation 

and a craft practitioner not only provides space for an individual to create their 

own identity, but it also helps to shape the world in which the two exist.    

 These exchanges are something that must be entered into by craft 

practitioners in order to sustain themselves and their position within the craft 

sector. The deeply personal nature of the way these practitioners work can make 

these exchanges either difficult - even unpleasant – or hugely rewarding for the 

individual (Petriglieri, et al., 2019). Indeed, entrepreneurship and self-

employment are regularly linked to the career choices of marginalised groups, or 

those who have faced adversity (Kendall et al., 2006; Shepherd and Patzelt, 
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2018). The dual factors of overcoming perceived barriers and fulfilling personal 

needs (push and pull motivations) are believed to inspire individuals to take on 

such roles, potentially equipping them with a robustness and determination 

(self-efficacy) others may not possess. For example, Haynie and Shepherd (2011) 

explored the push and pull motivation of trauma, and the resultant desire for 

autonomy it sparked in those experiencing it. Having to rely on others in times of 

great crisis, Haynie and Shepherd propose such an experience may lead to the 

renegotiation of a person’s identity that, in turn, influences or limits an 

individual’s possible future career pathways. A drive to feel autonomous and to 

be seen as competent by others becomes a narrative that is central to the new 

push/pull motivation established in an individual as a result of their traumatic 

experience. Thus, these experiential stories become an integral part of our self-

constructed identities as we move forward (Ghaempanah and Khapova, 2020). 

Such narratives can play a major role in entrepreneurial identity (re)construction 

(Ashforth et al., 2008; Ibarra and Barbulescu, 2010; Gabriel, 2015; Brown, 2015) 

as a storytelling tool that can conceptualise and communicate a version of truth 

that may prioritise specific details, experiences, or expectations of an individual 

or an organisation. This makes them a discursive tool for the sensemaking 

necessary to manage and enact change during a crisis (Weick, 1988; Maitlis and 

Sonenshein, 2010), while also communicating future possibility for the 

development of entrepreneurial identities (Borghoff, 2018).  

The experience of crisis and major change can create tensions that 

encourage shifts in already established entrepreneurial identities. Tensions such 

as uncertainty, trauma, or surprise can spark the identity work (Sveningsson and 
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Alvesson, 2003) and identity play (Ibarra and Petriglieri, 2010) that sees 

individuals undertaking actions deemed necessary to maintain, sustain, explore, 

and develop themselves in their work life. Feelings of self-doubt or confusion 

lead an individual to question themselves, resulting in an existential inquiry 

(Brown, 2015). In particular, work-related loss can set a challenge for individuals 

to adapt to a ‘new normal’ in which they find themselves embedded (Conroy and 

O’Leary-Kelly, 2014, p.67). Positioning this loss as a state of liminality, Conroy 

and O’Leary-Kelly (2014) highlight the need for sensemaking and emotion 

regulation in order for an individual to assess the circumstances, and properly 

orient themselves in order to progress through the threshold of turmoil. Thus, 

the sensemaking power of storytelling emerges as a tool with potential to aid 

individual and collective navigation during moments of significant change. 

Irrespective of the outcomes of a craft practitioner’s participation in a 

developmental opportunity, the experience can provide a space for continual 

reassessment of their entrepreneurial identity and the collection of new 

narratives. These narratives can be used privately as a tool to reflect, learn, and 

adapt or publicly to promote the craft practitioner. This promotion, however, is 

still reliant upon the approval of others (Ghaempanah and Khapova, 2020) who 

can bestow legitimacy upon evolving identities.  

3.4. Securing Legitimacy 
 

Organisations in the role of Intermediary are believed to provide an unbiased 

and independently trustworthy evaluation of goods and services which 

‘influences consumers’ preferences and consumption’ (Khaire, 2018, p.51). As 

such, the gateway they provide for consumers and producers to connect and 
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access each other is dependent upon an organisation’s legitimacy. Consumers 

feel reassured by an intermediary affiliation, and producers are able to access 

new markets from recognition of the legitimacy of their alliance with 

intermediaries. However, these exchanges can be complicated by a number of 

factors when transferring this knowledge to the world of craft. Firstly, 

competition of selection for inclusion in an event by a craft development 

organisation is extraordinarily high. Hundreds may apply for a single opportunity 

that can only accommodate a small percentage of those applicants. As such, the 

selection process is often rigorous and exclusionary. This quality judgement for 

inclusion is a positive signal for those selected, while also introducing a hierarchy 

of practice that presents those selected as preferred, ideal forms of practice 

(Khaire, 2018). The organisational seal of approval that is bestowed when a craft 

practitioner is selected for inclusion in an event immediately builds ‘legitimacy of 

quality, concept, and aesthetic’ (Morgan, 2016, p.159) that otherwise might not 

have been attained by a practitioner working to communicate their value 

independently. The contribution of this institutional capital is a validating factor 

in a craft practitioner’s entrepreneurial story. In other words, through inclusion 

in a craft development organisation’s opportunities, practitioners are able to 

piece together ‘entrepreneurial stories’ that build ‘entrepreneurial identity and 

legitimacy’ that provides them with a robustness that may lead to further future 

investment (Lounsbury and Glynn, 2001, p.547).  

According to Lounsbury and Glynn, early opportunities for individuals to 

develop their story can contribute significantly to their on-going identity 

development, providing the uncertainty and emotional charge that demands 
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they question their place within their operational landscape. A negative effect of 

this process is the repercussions on those excluded or rejected from such 

projects and events. Yet, these negative experiences may still form part of an 

individual’s self-narrative, opening up potential for a shift in their own 

legitimacy, or the perceived legitimacy of the opportunity and the craft 

development organisation. Thus, this process of developing legitimacy is a two-

way exchange between the two parties, where the legitimacy of an organisation 

is as reliant upon the positive self-narration of an individual’s experience (Brown 

and Toyoki, 2013). Thus, it is in a craft development organisation’s best interests 

to ensure the suitability and relevance of a programme, while managing 

relationships with diplomacy or else risk the formation of illegitimating 

narratives.  

Competition for inclusion in these opportunities encourages a shared 

standard of legitimacy (Stevens, 2011) across a sector, where practitioners vie for 

‘culturally pertinent features endowed with value’ (Bourdieu, 1992, p.117). 

While these values help communicate a craft practitioner’s distinct significance 

as a valuable asset, it also paradoxically limits divergence and threatens 

autonomy. As such, a concern may be that in the search for such cultural 

legitimacy, the forms of practice found in the craft sector become homogenised 

as a result of a practitioner’s desire to fit in with these standards. The 

consequence is a lack of innovation or diversity necessary for development of 

the craft sector, as well as an othering of those practitioners that break away 

from the perceived ‘sector standard’. However, outside the confines of these 

institutionalised practices, the development of new forms of enterprise sees 
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conventional transactions with intermediary bodies being bypassed in favour of 

more democratised models. Much of this is believed to stem from technological 

advancements that have provided alternative platforms for commerce, for 

example the online craft marketplace Etsy12 (Jakob, 2014). An opportunity for 

those not selected or catered for by a craft development organisation, the belief 

may be that these (often virtual) platforms provide a more democratic access to 

available markets. However, Shultz’s (2015) exploration of this phenomenon has 

demonstrated that the same hierarchical structures exist, albeit just in 

alternative forms.  

These new forms of grassroots legitimacy threaten the value of 

developmental support provided by a craft development organisation in the 

position of intermediary. As such, there is a need for craft development 

organisations to adapt to this competition and provide more unique opportunity 

for practitioners to build and attain novel value in more innovative realms. 

Failure to address this changing need results in a schism between organisation 

and community (Oakley, 2004), risking the irrelevance of the craft development 

organisation. While craft practitioners are regularly recruited by craft 

development organisations to work together towards a shared goal (e.g. the 

promotion and sale of contemporary Scottish craft, and the entrepreneurial 

development of the practitioner), the considerable power dynamics held by the 

organisation, and the significant investment expected from the practitioner, 

highlights the problematic nature of defining this exchange between actors. 

                                                        
12 Etsy is an online marketplace, offering sellers of handmade and vintage items a virtual platform 

to connect with buyers, viewable at www.etsy.com  
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Savage and Symonds’ (2018) exploration of collaboration through the lens of 

creative economies goes some way to establishing the possible variation of 

calibration found within the process.  

Tracing the roots of collaborative action to political upheaval of the 

nineteenth century, Savage and Symonds draw comparisons with terms such as 

communality, collectivism, and co-operativity that are central to non-hierarchical 

social philosophies and pervade the rhetoric of creative and cultural sectors 

(Galloway and Dunlop, 2007). This way of working collaboratively with others is 

considered an integral part of the craft community (Pret and Carter, 2017), 

however one that is entered into as a necessary part of building belonging and 

acceptance within the sector. Savage and Symonds’ (2018) dissemination of the 

dynamics found in creative partnerships speaks of the ‘uncertain language that 

reflects different ideas of working together in different activities and with 

different goals’ (Savage and Symonds, 2018, p.14). This underlines the 

complexity inherent in a craft practitioner securing sector approval for their 

perpetually shifting entrepreneurial identity. To work collaboratively and in a 

heavily networked manner, while also seeking to create and maintain an 

acceptable entrepreneurial identity, there is need for the consistent sharing of 

newly formed narratives and value. Yet, there is little knowledge around the 

ways craft practitioners draw from organisational support in order to enact 

processes of entrepreneurial identity development. 

3.5. Collaboration and Networks 
 

Collaboration and networks are essential tools for the craft sector, as well as a 

valuable process promoted and utilised by the Scottish Government (2018). 



 130 

Collaborative activity between craft entrepreneurs (Pret and Carter, 2017), and 

the collaboration found at the level of craft development organisations (Mathias 

et al., 2018) have both been explored previously. These studies have centred 

issues of identity, belonging, and competition and the ways collaborative 

processes have enabled such issues. However, the collaborative relationship 

between craft entrepreneurs and a craft development organisation offering 

programmes of support remains relatively under explored. Moreover, the 

reasons why individual practitioners draw on developmental support being 

offered by these organisations, or how practitioners incorporate the support into 

their business practice (Munro, 2017; Richter et al., 2019) persists as a gap in 

knowledge. This research frames craft practitioners as intentional agents, 

capable of contributing significantly to the entrepreneurial culture (Lounsbury 

and Glynn, 2001) of their sector through collaborative action with craft 

development organisations. Creative networks are a living organism, where 

individual practitioners can be framed as a single ‘tesserae in the much greater 

mosaic’ (Gaggioli et al., 2013, p.5). Sometimes the role of an individual is 

indivisible from that of the organisation they align themselves with, thanks to the 

driving force that a single person can lend an organisation, or vice versa (Thomas 

et al., 2013). By positioning otherwise faceless craft development organisations 

in this light, as an agglomeration of charismatic and dedicated individuals, it is 

possible to see that although organisations collectively have the power to 

influence the social understanding and relevance of the craft sector, this 

connectivity is fragile, and reliant on intricate processes and relationships.  
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Collaboration in craft has emerged as key in the creation of opportunity. 

Indeed, Olga Kozar (2010, p.17) describes collaboration as ‘direct interaction 

among individuals to produce a product’ involving ‘negotiations, discussions, and 

accommodating others’ perspectives’. Creativity is believed to arise ‘in the 

dynamic transactions among individuals and the environment in which they are 

situated’ (Gaggioli et al., 2013, p.4). In its role of intermediary, a craft 

development organisation faces the complicated task of mediating, not just the 

transactions between craft practitioners and their markets and audience, but 

between governments or funding bodies and practitioners. Thus, without these 

collaborative transactions, it is often not possible for practitioners to produce 

(Uzzi and Spiro, 2005). Indeed, with growing expectations to perform and 

dwindling resources available to promote the performance of craft development 

organisations, it is thought that collaborative action and activity throughout a 

network can provide competitive advantage (Lank, 2006; Allred et al., 2011). This 

sees organisations positioned within an intricate web of activity and 

communication between disparate groups and parties, with alternating 

experiences and agendas that, as we have established, can have devastating 

consequences if things go awry. In this position, the inputs and outputs of a 

single organisation’s collaboration can be viewed as multi-directional. 

Sandwiched at the meso-level, an organisation co-ordinates both micro level 

transactions with individuals and small groups operating in the craft sector, as 

well as at a macro-level with partner organisations, policymakers, and 

government bodies in order to realise their potential as a producer. These 

exchanges are not just transactional, but relational in nature, and serve to 



 132 

strengthen (or weaken) the collaborative environment in which the sector 

continues to operate.  

As has been previously established (see Chapter 2.4), the strength of the 

networks in which craft practitioners are embedded are vital to their survival. 

Practitioners draw heavily on these networks in order to piece together and 

create value that can sustain the development of their enterprise (Ferraro et al., 

2011). However, the autonomy for individuals to affect change within these 

networks is limited (Kovesi and Kern, 2018), thanks to vast web of activity in 

which they sit. Indeed, discussion surrounding the variety and contextual 

differentiation found within the sectors that make up the creative industries, and 

the need for more relevant and tailored forms of support, is an issue repeatedly 

raised (Oakley, 2004), highlighting the necessity for establishing place- and 

practice-based strategies that acknowledge the nuance of identity within a 

nation, or a region. If a craft development organisation fails to authentically 

communicate between stakeholders within this collaborative web, then its 

operation becomes redundant. This underlines the importance of defining a craft 

development organisation’s role within the sector, placing this query as central 

to more clearly identifying an organisation’s influence when developing 

entrepreneurial craft identities.  

If a craft development organisation is in the position of network leader, it 

is believed that it is its influence that helps those it is leading when clarifying 

their own objectives and in developing cohesion amongst followers (Gaggioli et 

al., 2013, p.14). However, these followers are reliant on several factors being 

present across the network. This includes ‘a state of mind characterised by a high 
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level of concentration, involvement, control of the situation, clarity of objectives, 

intrinsic motivation and a positive emotional state’ (ibid.). The moment any of 

these are compromised, so too is the influence of the leadership, and in turn the 

effectiveness of an organisation in a leadership role. Thus, it is imperative that a 

craft development organisation maintain control of these elements when 

collaborating in order to maintain their own legitimacy, and their ability to 

bestow legitimacy on others. Without this, craft practitioners may cease to 

participate in developmental opportunity, and become estranged from the 

organisation that seeks to aid their future development.  

While the introduction of partnerships and collaboration is generally 

believed to allow for more valuable outputs, through shared knowledge and 

resources, there is also the risk that introducing too many partnerships obscures 

the original intention of the opportunity (Adner, 2017), therefore diluting the 

value initially sought from the collaboration. In the context of craft opportunity, 

providing craft practitioners with a more unique and valuable opportunity is also 

likely to introduce higher risk and uncertainty, in addition to less focus on their 

specific needs. Thus, the precarity craft practitioners are so often exposed to 

(Harris, 2018; Kovesi and Kern, 2018; Luckman, 2018) is further compounded. 

When an activity relies so heavily on the collaboration of a network, as well as 

continued network activity conducted during the activity, this field of action 

becomes heavily obscured. Such complexity makes the tracing and recognition of 

impacts, benefits, and positive development difficult to do. This, in turn, 

prevents useful reporting on the benefits of the developmental opportunity that 
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is being created. It also risks diverting attention away from the original intention 

of collaborative activities.  

In the case of Craft Scotland, its intention is the development of craft 

practitioners. So much of what happens within this context is tacit in nature – 

embedded in emotion, reciprocal trust, and intangible forms of development – 

but these dimensions are so rarely formally recognised by a craft development 

organisation. A huge responsibility lies on these organisation’s to not just provide 

opportunity that is beneficial, but to limit the economic and symbolic damage 

that these more complicated opportunities can inflict through unintended 

negative impacts – the co-destruction of value (Plé and Cáceres, 2010). If the 

values of the craft practitioner or their objects fail to align with the often 

obscured intentions of an opportunity and its many stakeholders or 

collaborators, the opportunity might hold negative implications for the 

continued development of the practitioner. Thus, the question persists about 

whether these activities, as a part of a craft development organisation 

programme, do in fact enable the continued development a craft enterprise, and 

the unique entrepreneurial craft identities that drive them.   

3.6. Entrepreneurial Ecosystems 
 

Having established the interdependent relationship that exist between 

craft practitioners and craft development organisations, it is essential that such 

craft sector networks exist within an environment that enables the shared 

development of both the individual and the collective. Such interdependency is 

redolent of ecosystems: a theory surrounding natural ecology that has been 

appropriated and heavily developed within the academic literature to better 



 135 

understand the formations of business and governance (Jacobides et al., 2018)13. 

The complex collaborative web of interaction that craft practitioners and craft 

development organisations exist within can be framed specifically as an 

entrepreneurial ecosystem. The notion of entrepreneurial ecosystems has roots 

in a number of academic literatures, including networks, social capital, economic 

geography, regional innovation systems, and clusters (Mason and Brown, 2014; 

Brown and Mason, 2017; Spigel, 2017), creating a complex pastiche that is also 

highly adaptable to a variety of circumstances. As such, much debate surrounds 

the nature of these ecosystems, with many articles defining what an 

entrepreneurial ecosystem is, and few identifying what it does. Audretsch et al. 

(2018) argue that there is no real understanding of what ‘a bona fide ecosystem’ 

(p.315) is, suggesting that three perspectives exist in opposition to each other. 

Although these perspectives describe an ecosystem as most often bounded by 

(1) its economic activities, (2) its actors, or (3) its boundaries, Audretsch et al. 

(2018) still find definitive theory difficult to access (see also Stam, 2015). This 

multiplicity, however, lends the topic a flexibility that makes the notion of an 

entrepreneurial ecosystem very attractive to some, as it has potential for 

application to a broad variety of contexts (Autio et al., 2018). The value of 

entrepreneurial ecosystems to this research is as a vehicle for better 

understanding the relationships between actors in the Scottish craft sector, and 

the collaborative activities that enable the development of entrepreneurial craft 

                                                        
13 Ecosystems, or ecological systems, theory has contributed to a number of different disciplines 

drawing on the natural ecosystem to understand the connections between people and their 

environment. For further information on ecosystems theory see Bronfenbrenner (1992), Ryan 

(2001), and Darling (2007).    
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identities. Thus, the research asks what is the role of a craft development 

organisation such as Craft Scotland as an actor in the Scottish craft 

entrepreneurial ecosystem (see Chapter 1.4). Positioning the complex networks 

found in the craft sector as a form of entrepreneurial ecosystem, and adapting 

the metaphor to the unique circumstances of the craft sector and its actors, 

some light may be shed upon the developmental processes that occur between 

craft practitioners and craft development organisations.  

The academic discourse around entrepreneurial ecosystems offers many 

definitions (Mason and Brown, 2014; Stam, 2015; Spigel, 2017; Alvedalen and 

Boschma, 2017). Shwetzer, Maritz and Nguyen (2019, p.4) adopt a combined 

approach to building their own explanation, that references several definitions, 

determining an entrepreneurial ecosystem to be: 

“a set of interconnected entrepreneurial actors, organisations, 

institutions and entrepreneurial processes, which formally and 

informally coalesce to connect, mediate and govern the performance 

within the local entrepreneurial environment, involving a dynamic 

and systemic nature, within a supportive environment”. 

 

 This definition presents entrepreneurial ecosystems actors (individuals, 

organisations and institutions) as the main components of any ecosystem 

(Mason and Brown, 2014). These entrepreneurial processes see ecosystem 

actors engaging in collaborative activities that are integral to the creation and 

sustaining of an ecosystem (Alvedalen and Boschma, 2017). Through this 

collaboration, actors ‘connect, mediate and govern the performance within the 

local entrepreneurial environment’ (Mason and Brown, 2014, p.5). As a result, 

new entrepreneurial ventures are launched, while existing ones are successfully 

sustained. Isenberg (2011) states that an ecosystem that is self-sustaining 
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requires contributions to policy, finance, markets, culture, human capital, and an 

infrastructure of support. While this six-part framework has been much 

referenced, it has also faced calls for adjustment by academics advocating for the 

recognition of other factors, such as boundaries, governance, and diversity 

(Neumeyer and Corbett, 2017), crowdsourcing and industry dynamics 

(Maroufkhani et al., 2018), digital technology and platforms (Sussan and Acs, 

2017), legitimacy (Kuratko et al., 2017; Neumeyer and Corbett, 2017) and 

opportunity (Trabskaja and Mets, 2019) 

Understanding the nature of transactions that occur within an 

entrepreneurial ecosystem has begun to be further explored, with a number of 

process approaches emerging. Spigel and Harrison’s (2018) paper, unpacking the 

process by which an ecosystem can nurture the creation and development of 

new venture and enterprise, creates a theoretical typology of ecosystems that 

may provide a valuable contrast for better understanding the Scottish craft 

sector as an entrepreneurial ecosystem. Spigel and Harrison state that the 

availability and flow of the valuable resources needed in an ecosystem can 

determine whether or not an ecosystem is strong and stable. Refuting the desire 

to describe entrepreneurial ecosystems as objects, rather the authors frame 

entrepreneurial ecosystems as a set of ‘ongoing processes through which 

entrepreneurs acquire resources, knowledge, and support, increasing their 

competitive advantage and ability to scale up.’ (p.158). Thus, the better an 

individual actor performs within an entrepreneurial ecosystem, the stronger and 

more successful the ecosystem becomes. The more successful the ecosystem 

becomes, the better other actors within the ecosystem will fair. This ‘ecosystem 
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as process’ (p.158) allows for the more lucid understanding of how a sector such 

as craft might continuously reproduce the processes of acquisition that allow for 

the creation of opportunity, or the access to resources that are necessary for a 

craft enterprise to thrive. In doing this, actors secure the continued development 

of an entrepreneurial ecosystem. However, the paper underlines the need for 

accessible resources in order to ensure the smooth developmental process, and 

how this access can be impeded by a lack of belonging or legitimacy between the 

network of ecosystem actors. Thus, entrepreneurial ecosystems offer an 

opportunity to further interrogate the role of a craft development organisation 

in creating and promoting certain processes within the craft ecosystem, and 

question whether the processes that are enacted are considered suitable or not. 

Presenting four stages of an entrepreneurial ecosystem, (1) nascent, (2) 

strengthening, (3) resilient, and (4) weakened, Spigel and Harrison demonstrate 

how an entrepreneurial ecosystem is not static in nature, but constantly in flux, 

and able to shift between these stages of being dependant on the actions of the 

actors within it. This potentially holds valuable lessons for the Scottish craft 

sector, its strategic approach to the development of craft practitioners, and how 

without equitable access to resources for actors the sector as a whole may 

become weakened.  

While it is believed that location in a dynamic ecosystem is more likely to 

encourage an enterprise to flourish (Rosted, 2012), understanding the particular 

resources that are required by such an enterprise is important. While the 

contributions made to an ecosystem by tangible resources is important, it is the 

intangible actions of its actors that contribute a nurturing environment, or 
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culture. However, examples of entrepreneurial culture are not easy to obviously 

pinpoint, being subjective in nature. Therefore, when a craft development 

organisation such as Craft Scotland positions itself as a sector leader (Craft 

Scotland, 2018a), it does need to offer both tangible and intangible resources. 

The capability of an organisation like that of Craft Scotland to develop and 

provide access to resources within an entrepreneurial ecosystem is believed to 

have consequences for that ecosystem’s health (Peteraf and Maritan, 2007). This 

health as a dynamic, resource rich environment in turn can influence an 

entrepreneurial craft practitioner’s perception of their own capability when it 

comes to the recognition or discovery of opportunity (Edelman and Yli-Renko, 

2010).  

A craft development organisation may manage its capabilities through 

various processes of affiliation, alliance, and partnership. Through these 

partnerships the traditional boundaries of a sector such as craft may become 

porous (Adner, 2017), spilling over into new industries. These changes in the 

membership of a sector redefine the character of an ecosystem, broadening the 

horizon of opportunity, and in theory introducing new operational pathways to 

the entrepreneurial actors (Williamson and De Mayer, 2012). They can also lend 

each entrepreneurial ecosystem a distinctive character that demands exploration 

that is subjective and contextual, rather than universal or generalisable (Brown 

and Mason, 2017). It is this potential for variation and continual change that 

makes entrepreneurial ecosystems particularly relevant for the craft sector, 

recognising that craft is a sector that is deeply contextual and dependent upon 

the activities of those that exist within its boundaries.  
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Through the processes that a craft development organisation enacts in 

collaboration with other craft ecosystem actors, influential changes are made 

that augment not just the sector, but how actors interact with each other. This 

cultivation of an entrepreneurial ecosystem’s character, culture, and dynamism 

is not governed by one actor, but rather stems from the collective working of the 

many (Mortati and Cruikshank, 2011). As such, evaluating the influence of a craft 

development organisation’s support programme on the craft ecosystem is 

dependent on understanding that organisation's position and role within the 

system (Vogel, 2013). It is believed that a ‘one-size-fits-all’ approach to 

organisational assessment is not possible, due to the nuanced complexities often 

evident in an ecosystem’s context (Brown and Mason, 2017). However, the 

potential for some kind of assessment is evident in sectors such as craft, where 

understanding of the non-economic values produced by actors in an ecosystem is 

often evaded (Belfiore, 2015). By addressing the distinctive processes by which 

an ecosystem nurtures a culture of unique entrepreneurial craft identities, space 

can be made for understanding values other than the quantifiable that are so 

regularly reported by craft development organisations.    

A major shortcoming in the literature on entrepreneurial ecosystems is 

the focus upon high-tech, high-growth forms of entrepreneurship, replicating 

calls to invest in endeavours exhibiting high levels of conventional 

entrepreneurial ambition (Shane, 2009; Stam et al., 2011; Bouette and Magee, 

2015). However, as we have established previously, focus upon this small subset 

of craft enterprise excludes many alternative forms of practice. While we have 

come to expect an emphasis upon the purely pecuniary outputs of these 
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practitioners from conventional entrepreneurial discourse, the powerful role of 

the subjective, social, and intangible processes that pervade entrepreneurial 

ecosystems centres a wider variety of values. Casting a spotlight on the role and 

value of craft development organisations while understanding their influence in 

aligning resources and structures to enhance craft practitioners will help shape 

the future strategic direction of the sector as a whole. Godley et al. (2019) have 

explored the ‘complementarity perspective’ of entrepreneurial ecosystems, 

revealing the actors within an ecosystem that are highly dependent upon each 

other. They state that for cohesive collaborative working within an 

entrepreneurial ecosystem ‘there must be some actor able to co-ordinate or to 

facilitate the coordination of the complementary response’ (p.5). Godley et al. 

(2019) deem this kind of activity as crucial to the development of an 

entrepreneurial ecosystem, and preventing stagnation. This perspective 

highlights how, through knowledge spill-over between ecosystem actors, it is 

possible to constantly develop an entrepreneurial ecosystem’s capability and 

dynamism.  

Similarly, Spigel’s (2017) paper on the relational organisation of 

entrepreneurial ecosystems characterises them as ‘supportive environments’ 

(p.55), charged with values that promote belonging, legitimacy, but also 

interdependency. Advocating for the renewed ‘focus on the internal attributes of 

ecosystems’ (p.50) and how they are combined and recombined under different 

circumstances, Spigel contends that the strength of an ecosystem is in its ability 

to harness its unique attributes to support and engage entrepreneurial actors in 

their continued development. Thus, each ecosystem offers differing 
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entrepreneurial cultures, resources, and resulting opportunities, that go on to 

form the unique entrepreneurial identities of its actors. In order to enrich any 

ecosystem, there must be understanding of what assets and attributes already 

exist within its boundaries in order to strategically augment and enhance them. 

Using the metaphor of an entrepreneurial ecosystem, it may be possible for this 

research to uncover the ways a craft development organisation like Craft 

Scotland aligns resources to provide opportunity for craft practitioners.  

Centring the influence of leadership upon an ecosystem, Adner states the 

alignment of partners relies on a leader’s ability to recognise gaps in a network, 

as well as their ability to communicate and persuade a partner to inhabit an 

identified gap. As such, the metaphor of the entrepreneurial ecosystem provides 

a pathway for the exploration of a craft development organisation’s ability to 

identify opportunity in the craft ecosystem for novel entrepreneurial 

development, and appropriately incorporate craft sector actors, while being 

mindful of the divergent power of the agendas of external stakeholders. As a 

sector that has begun to explore areas of divergence and spill over (e.g. KPMG, 

2016), this produces an interesting tension when exploring partnerships and 

collaboration. In particular, the top-down expectations for development of the 

craft sector when compared to the desires of individual practitioners at the 

grassroots level. How do craft practitioners manage this tension when they draw 

down from programmes of support offered by craft development organisations 

such as Craft Scotland, while also working to develop their own unique 

entrepreneurial craft identity?  
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3.7. Summary 
 

This chapter has further explored craft development organisations, specifically 

their role in enabling access to opportunity for craft practitioners, and 

legitimising certain forms of craft practice. Framing craft development 

organisations as a social contract that are made and remade much like the 

practitioners themselves, the literature identifies the vital role that interactions 

between craft practitioners and craft development organisations play in the 

creation of the craft sector. Yet, so little is known about craft development 

organisations. Thus, a gap exists around the role craft development organisations 

play in creating an environment in which craft practitioners may thrive. In 

particular, little attention is paid to the role craft development organisations play 

in the creation of an opportunity frame, before passed on to selected craft 

practitioners to explore and exploit as they see best.  Acknowledging the vital 

role craft development organisations play in the influencing of craft practitioner 

entrepreneurial identity, the research seeks to understand the relationship 

between a craft development organisation and its community of users. 

As gatekeepers of opportunity, craft development organisations exact a 

regulating force over the craft sector. This is replicated via collaborative 

activities, whereby partnership can enhance the reach and capability of the 

sector. And yet, craft development organisations’ role as gatekeeper sees them 

wield significant power that practitioners are beholden to. Failure to adhere to 

the expectations of the craft development organisation may lead to alienation 

for the craft practitioner whereby they are excluded from opportunity. This 

further underlines the significant identity work that must be enacted by craft 
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practitioners in order to gain access to opportunity and achieve legitimisation 

from the craft development organisation. Doing so helps them build capital and 

unlock further opportunity. However, little is known about how this may go on to 

influence the development of the craft practitioner. Thus, the research seeks to 

explore the influence participation in such opportunity has on a craft 

practitioner’s entrepreneurial identity. Greater understanding of this offers 

insight that is useful to development organisations as they seek to address the 

suitability of their programming. In addition to this, such knowledge may also 

benefit practitioners themselves, as it can inform their strategic selection and 

use of opportunity. 

By introducing the metaphor of entrepreneurial ecosystems, it has been 

possible to reframe the exchange that happens between a craft development 

organisation and a craft practitioner. Instead of viewing this exchange as one 

that occurs solely between the two actors, instead entrepreneurial ecosystems 

recognise that these interactions and connections occur within a rich and 

variable environment that is perpetually in flux. Any given entrepreneurial 

ecosystem offers differing entrepreneurial cultures, resources, and resulting 

opportunities, that go on to form the unique entrepreneurial identities of its 

actors. These actors are inevitably placed differently within the ecosystem, with 

variable access to the available resources. This metaphor allows for the 

multiplicity so redolent within craft, and offers space to better understand some 

of the processes that go into the creation of the auspicious environment so 

valuable to the development of the craft sector.  
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Chapter 4 : Methodology 
 

This chapter provides an overview of the research methodology, presenting the 

approach of Real-World Research that has combined elements of Pragmatism 

and Grounded Theory. This is followed by a section which discusses the use of 

case study as a methodology that has been selected for its ability to reflect the 

spatially-informed, real-world context of the research while also allowing for the 

use of varied methods of data collection. The chapter concludes with an outline 

of the research studies which details how the data were gathered, analysed and 

interpreted in order to address the research questions (see Table 4.1).  

Table 4.1. Research questions 

Research Questions 

a. What is the role of Craft Scotland in the Scottish craft sector? 

b. How do craft practitioners draw on programmes of support when 

developing an entrepreneurial craft identity?  

c. What is the influence of craft development opportunity upon the 

development of a craft practitioner’s entrepreneurial identity?  

 

4.1. Real-World Research 

The objective of research is the creation of knowledge. It can be specifically 

described as a ‘systematic enquiry whose goal is communicable knowledge’ 

(Archer, 1995). This research seeks this knowledge in order to inform the 

practice and programming of craft development organisations. Alongside this, 

there is also opportunity for the research to inform the practical and professional 

development of Scottish craft practitioners at a micro level. Thus, the research is 

framed as Real-World Research, and placed in the realm of the social sciences 
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(O’Leary, 2005; Gray, 2013; Robson, 2015). Seeking explanation for real-world 

observable events, the experience of communities and individuals, and the 

reasons why and how meaning is made, are issues central to how we understand 

the world around us (Robson, 2015). The beliefs and meaning ascribed to social 

constructs – a business, an exhibition, a creative practice – are what drive those 

constructs to come into being. Seeking to better understand these practices 

means making sense of interactions, activities, and processes, and using that 

understanding to elicit change (O’Leary, 2005). However, it is the subjective 

nature of the understanding being sought that makes any findings potentially 

contestable (Pyett, 2003). The interpretation of such qualitative activity is an 

inherently subjective thing. What holds meaning for one person may not have 

meaning for another. Thus, data collected and analysed within real-world 

contexts can never be definitive (Gray, 2013), but instead provides 

understanding that is contextually-bound and never finite.  

As such, understanding of data must be arrived at through some form of 

ongoing dialogue with the research context (Gorton, 2020). Through dialogue 

with a community or cultural context, more can be known not just about the 

area being researched, but the researcher themselves. O’Leary (2005) frames 

this as a form of professional development that a researcher engages in when 

they undertake a piece of Real-World Research. As the researcher establishes 

new understandings of the research landscape, their approach to the research 

must adapt. This demands significant reflexivity on the part of the researcher. 

Through this adaptation, O’Leary argues, Real-World Research may also go on to 

inform practice, programmes and policy of the research context (See Figure 4.1).  
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Figure 4.1. Hierarchy of change in real-world research  

Source: Adapted from O’Leary (2005) 

Through these exchanges, it is possible to know – and even augment - the 

culture of the research context.  

The understanding and interpretation of real-world knowledge can be 

amplified by the contextual experience of the researcher, providing a 

foundational knowledge that can allow for access and insight otherwise not 

available. The use of such a ‘practitioner edge’ (O’Leary, 2005, p.18) in research 

on the craft sector is discussed in a number of previous studies referenced in the 

literature (Bouette and Magee, 2015; Pret and Carter, 2017; Kovesi and Kern, 

2018). For example, in their exploration of the dynamics between craft market 

vendors and management, Kovesi and Kern’s (2018) study provides real-world 

insight into the fine balance of autonomy and precarity enacted by vendors in 

the Ottawa ByWard Market. Unlike many of the other studies referenced, the 
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experience of Kovesi as a worker in the market space was used to directly inform 

a grounded approach, which saw her draw on this familiarity to build a loose but 

contextually-relevant framework for the research. This was supplemented by a 

succession of interviews with vendors, as well as participant observation of the 

market, to create an empirically rich description of vendors’ experiences. 

Kovesi’s own experience of the research context is particularly relevant. This is 

reflected in the previous experience of this thesis’ author in the UK craft sector 

(see i. About the researcher). As a researcher, my own background has played a 

significant role in engaging and interpreting the research, enabling the 

enactment of Real-World Research. Kovesi both leverages and contributes to her 

own professional development, as well as building research knowledge that can 

inform professional and practical development of the market workers of the 

research context, and potentially the practice, programmes, and even policies of 

the market management team. The prospective result is a change in culture of 

the Ottawa ByWard Market. This example demonstrates the potential such an 

engaged form of research had for this research project, which sought to 

illuminate the relationships between craft practitioners and craft development 

organisations, interrogate programmes of support, highlight practices performed 

within this context, and how these activities are leveraged for the professional 

development of craft practitioners.  

The possible complication of this research/researcher relationship, however, 

was the potential for a lack of balance or objectivity in the research. The purpose 

of philosophy in the social sciences is to both describe a phenomenon, as well as 

enhance our understanding of it (Gorton, 2020). Typically, interpretive in its 
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approach, the characteristics of social inquiry is a complex environment, lacking 

regularity, and with little to no element of control (Creswell and Clark, 2004). 

Indeed, this is reflected in the philosophical field, which is a highly conflicted and 

sometimes confusing domain to navigate (Crotty, 1998). Inspiration must be 

taken from the questions the research asks. For example, when considering the 

philosophical and epistemological issue of understanding the individual journeys 

and experiences of a diverse group of practitioners (e.g. from craft-based sole 

trader, to an owner/manager of a craft business with employees; from freelance 

curator or co-ordinator, to director of a national organisation) knowledge can 

only be sought directly from them. Yet, despite their individuality, actors within 

the Scottish craft sector are inextricably linked by our understanding of the 

sector as a collective entity, believed to hold shared goals. Thus, the impartiality 

of the researcher as an actor embedded in this environment will inevitably be 

viewed as subjective. The practicalities of social inquiry demand a philosophical 

foundation that recognises unique and active contexts, and a variety of 

interpretations of them. This centres forms of constructionism as a valuable 

epistemological standpoint (Gray, 2013), due to its belief that meaning is 

constructed via our interactions with the world. Rather than establishing the 

universal law sought by natural sciences, application of the social sciences here 

seeks to contribute knowledge that offers meaning and understanding on our 

social interactions (Gorton, 2020). Such an explorative approach necessitated 

significant sensemaking to satisfy the needs and expectations of stakeholders 

while also remaining true to the desires of the doctoral researcher. This was 
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managed by the researcher by adopting a pragmatic, flexible approach that 

demanded significant reflection. 

4.1.1. Pragmatism 

At its simplest, Pragmatism is a philosophical approach that champions ideas and 

action that are the most practically useful. In this sense, it could be classed as a 

heuristic (Gigerenzer, 2008), applying common sense and the knowledge derived 

from experience to adapt to a situation as appropriate. As a worldview, 

Pragmatism acknowledges that reality is in a constant state of flux, and 

approaches to understanding these shifts in knowledge need to be selected for 

their potential, rather than their philosophical position (Creswell et al., 2003). 

Framing this perspective as abductive thought, it is a well-suited approach for 

the demands of the research, which relies on deeply contextual exchanges 

between the researcher and the interdisciplinary research environment. 

However, this perpetual cycle of knowledge and change has consequences for 

Pragmatism’s use of theory and ontology. Van de Ven (2007) tells us that the 

ontology of Pragmatism can be understood both subjectively (reality is socially 

constructed) and objectively (reality places limitations and constraints on our 

actions). While this presents a quandary for the researcher, it is this constant 

renegotiation of reality that is key to forms of Pragmatism.  

Such renegotiation is seen in James’ (1907) ‘pragmatic clarification’, 

which is embedded in the making of meaning. Representing a pluralistic 

approach that acknowledges validity of an individual’s belief about their own 

reality, James stated that ‘beliefs are made true by the fact that they enable us 

to make accurate predictions of the future run of experience’ (p.193). While 
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Pragmatism might be the act of working towards a shared future reality, the 

activities needed by an individual existing in variable contexts to achieve that 

shared reality will be different. This aligns with both the needs of the researcher, 

as well as the experiences of an individual actor within the craft sector. Any given 

individual exists within their personal reality and yet is part of a much greater 

whole. The reality of the craft sector as a collective organism will be different to 

the reality of the individual sitting within it – whether they be researcher or 

practitioner. In particular, Van de Ven (2007) supports the multiplicity available 

in the approach of Pragmatism, advocating for the worth in addressing and 

theorising complex issues from multiple perspectives, stating ‘knowledge of a 

complex phenomenon advances by comparing the relative contributions of 

different models’ (p.15). Thus, Pragmatism can allow for the varied perspectives 

that exist within the Scottish craft sector as a vast network of experience, and 

the application of multiple theories to explain these activities.  

 While Pragmatism can accommodate plurality, it also allows for critique. 

Indeed, the research question demands a level of critique, with objectives 

seeking to uncover the positionality of the organisation being studied. The 

implication within this research objective is the role of hierarchy within the 

research context, in particular the power dynamics at play between the varied 

actors in the Scottish craft sector, and the exclusion of certain actors from 

developmental opportunity. Critical theory states that a researcher cannot 

remain neutral when observing such a phenomenon, as systemic oppression 

upheld by those in power is sought to be overturned by the knowledge created 

through the research (Hostetler, 1994). Seeking to disrupt the status quo cannot 
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be done while remaining neutral. Through critique of the practices that uphold 

this limitation, change can be made. However, the ontological approach of 

critical theorists is deeply problematic, placing the researcher in a role of 

objective expert, set apart from the subjects being researched (Gorton, 2020). 

This self-referential and didactic approach to the dissemination of knowledge 

betrays the epistemological liberation central to criticality. Negating this issue 

somewhat is the belief that the validation of the research by those being 

researched is an essential final step, either confirming or denying the truth in the 

findings.  

While this engaged approach to the confirmation of results eases the 

otherwise antithetical positioning of the critical theorist, the process still feels 

flawed and contrary to the research purpose. If our epistemological and 

ontological insights are relative to the culture or contexts that the research 

pertains to, then the relativism found in postmodern approaches to knowledge is 

valuable in this context. While postmodernism shares many tenets of criticality, 

rejecting the notion of predictability or patterns within social practices and 

refuting neutrality, it takes a different approach to inquiry. Calling out the 

hegemonic and didactic nature of criticality that decides if or when communities 

need liberation, postmodernism refutes labels and categorisation, resenting the 

power such structures exert over society (Maclure, 2006). Instead, it is the 

perpetual recategorisation of our social existence that must be eschewed, or else 

continue to face tyrannical value judgements of ‘normality’. While the research 

does indeed challenge the previous categorisation of craft entrepreneurs, there 

is an expectation that outcomes of the research will provide some form of 
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typology. It must be stated that this expected typology is not to replace entirely 

the typology already in existence, but to elaborate on, or diversify it. In doing so, 

categorisation is not overturned, but can become more nuanced or detailed.   

The potential for Pragmatism to reveal the robust detail of reality is 

further elaborated on by Azevedo (2017, p.16), stating ‘a pluralist approach of 

comparing multiple plausible models of reality is essential for developing reliable 

scientific knowledge’. This statement echoes Gray’s (2013) assertion that tackling 

real-world phenomenon from multiple perspectives lends reliability and 

robustness. The lack of a standard approach for Pragmatism means possible 

methods are broad, opening research design up to interpretation and new 

developments (Roth, 1999). However, it would be foolhardy to believe that 

Pragmatism’s apparent flexibility provides an easy option when it comes to 

combining methods. Pragmatism by its very nature is not a singular paradigm, 

and there is nuance and plasticity to be found in its many interpretations and 

applications (Lipscomb, 2011). Therefore, consideration must be used when 

interpreting and communicating a pragmatic viewpoint and matching it to an 

appropriate understanding of reality and, consequently, methods (ibid).  

It is the position of this research that Pragmatism is about ‘what works’: 

recognising that whatever knowledge you may have on an object or context is 

what will inform and guide any conclusions. It is only through the application of 

this knowledge that research can determine truth. In this sense, Pragmatism is 

abductive and future oriented: recognising what can be known and using that 

knowledge to make judgements for the future. This means accepting the 

existence of the unknown in reality and adopting alternative views and theories 



 154 

in order to understand it - an ontologically relative stance (Van de Ven, 2007). It 

presents knowable realities, but allows for the existence of circumstances that 

may not be recognised or experienced by the researcher, or others, relative to 

the personal operational contexts of the individuals concerned. This stance, 

therefore, welcomes a pluralistic approach to knowledge, and addresses the 

need for an ontological position that acknowledges the multiplicity of 

perspectives that can be found within such a heavily networked research 

context. While the researcher’s experience may be used as a foundation for the 

research activity, and the Interdisciplinarity of the research to challenge 

subjective preconceptions and provide access and early direction, adopting a 

philosophy of openness to multiple experience and interpretation will enable the 

research progress.      

4.1.2. Grounded Theory 
 

Although this research was never considered to be explicitly grounded in nature, 

it became apparent towards the end of the journey that in fact the abductive, 

intuitive process of reflection and adaptation that the researcher underwent 

shared several elements of Grounded Theory that will be explored here. 

Grounded Theory is the discovery of theory from collected data (Glaser and 

Strauss, 2017), created by Glaser and Strauss to accommodate observational and 

interview-based fieldwork. Instead of using the frameworks of existing theory to 

guide research, which only serves existing knowledge, Grounded Theory seeks to 

create new knowledge that is the most practically relevant to a research topic. 

Thus, Grounded Theory can be viewed as deeply pragmatic. This knowledge is 

developed through an open-ended analysis and interpretation of qualitative 
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data. Glaser and Strauss (2017) champion Grounded Theory for its ability to ‘fit 

and work (predict, explain, be relevant)’ (p.5), combining inductive and deductive 

approaches into a reflexive methodology that demands the researcher move 

between empirical understanding and theoretical interpretation of the collected 

data. This unique factor is reflective of the different viewpoints taken by both 

Glaser and Strauss, which provide two very different approaches to the use of 

Grounded Theory (Howard-Payne, 2016) (see Table 4.2).  

Table 4.2. Comparison of Straussian and Glaserian grounded theory ‘contentions’  

GT Contentions Straussian Approach Glaserian Approach 

Ontological and 
epistemological 
positions  

 

Ontology positioned in pragmatic 

relativism - ‘fact’ is restricted in 

the established consensus of a 

particular period, a consensus 

that is founded in multiple 

outlooks regarding a certain 

phenomenon. Epistemology of 

contextualism, which holds that 

the findings are constructed by 

intersubjective understandings of 

the phenomenon being 

investigated.  

Ontological position of critical 

realism in answering questions 

regarding the nature of reality 

and what can be understood 

about that reality. 

Epistemology of realism, 

where the findings are 

deemed to be revealed from 

within the data  

Role of the 
researcher  

Personally engaged with the 

research in an attempt to better 

describe and understand the 

world as the participants perceive 

it to be.  

Embody the role of an 

objectively detached observer.  

When to review 
literature  

Partial review of the literature 

prior to writing research 

proposal. Post data collection the 

review of literature is evaluated 

against the findings that start to 

emerge from the data.  

Emergent conceptual design. 

Review of the literature only 

be conducted post data 

analysis.  

Formulating 
research 
question(s)  

Initiate the research enquiry with 

a predetermined research 

question in mind, which arises 

from a partial perusal of the 

existing literature.  

Researcher enters the 

research field with no pre-set 

research questions.  

Data coding and 
analysis process  

Open coding practice, which 

includes the conceptualisation of 

even solitary occurrences. Axial 

Initial coding through the 

comparison of occurrences 

with each other to reveal 
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coding to highlight the linkages 

between the various categories.  

broad patterns and trends 

that will emerge as categories.  

Theory 
verification  

Through constant comparison 

and capturing of multiple 

perspectives (located within a 

specific historical period and 

culture) theory can be verified.  

Performed via subsequent 

quantitative analyses that 

encapsulate the ‘truth’.   

Source: Adapted from Howard-Payne (2016) 

Strauss went on to further elaborate upon his own branch of Grounded 

Theory with Corbin (1997), where they highlighted the value of a researcher’s 

prior knowledge and experience in guiding the interpretation of data, allowing 

for both the creation of new theory and the expansion of existing theory. Glaser 

(1992), meanwhile, emphasised the need to let theory emerge from data 

without any preconceptions. Acknowledging this chapter’s discussion so far on 

the researcher’s real-world experience, as well as the pragmatic stance of the 

researcher, Strauss and Corbin’s (1997) – or ‘Straussian’ - flexible approach 

appears most suitable. It promotes a contextually-informed epistemology, as 

well as pragmatic ontology that accommodates the real-world context of the 

research. Encouraging a multiplicity of perspective means that the unique 

subjectivities of entrepreneurial experience in craft can be illuminated, while also 

incorporating the existing insight of the researcher as a worker in the UK craft 

sector. It also provides a framework for data collection, analysis, and 

interpretation that will be further explored.  

4.2. Selecting a Research Design 

Hakim (2000) uses the metaphor of an architect to highlight the importance of 

selecting a research design, which offers a set of blueprints that can then be 

followed when implementing appropriate methods for data collection, analysis, 

and interpretation. In the domain of entrepreneurship, it is common for 
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academic literature to rely on a positivist, quantitative approach to research 

methodologies and strategies (McDonald et al., 2015). This has often taken the 

form of survey, with little detail regarding the research design. Such an approach 

has been critiqued for failing to offer useful insight into the practical side of 

entrepreneurial processes (Leitch, 2007). However, it is believed that qualitative, 

empirical, detail rich approaches to entrepreneurship are on the rise (McDonald 

et al., 2015). For example, Dana and Dana (2005, p.86) determine qualitative 

research designs to be ‘especially appropriate’ for exploration of the cultural 

attributes of the environment in which an entrepreneur establishes themselves.  

An example of an appropriate design may be action research, advocated 

for by Leitch (2007). Action research sees researchers ‘experiment through 

intervention and reflect on the effects of their intervention and the implication 

of their theories’ (Avison et al., 1999, p.94). Its use is an engaged and iterative 

one, whereby researchers collaborate with participants in a process of 

intervention and reflection. This offers results that not just contribute to theory, 

but also pragmatic advice for practitioners in a virtuous circle of adaptation. 

Thus, it is a deeply pragmatic approach, and one that aligns with the research 

position of Real-World Research. For Leitch (2007), the value of such an 

approach is its potential to enact change for an organisation being explored. This 

change occurs via collaborative reflection and learning, seeing the research 

subject make changes to their practice as a result of the research insights. 

However, an action research approach demands significant commitment not just 

from the researcher, but from participants. It also demands agile change in 

response to insights. For Craft Scotland, an organisation that plans its activities 
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with care, and to satisfy the needs of its many stakeholders, such an approach to 

the research was not realistic, despite it offering an innovative opportunity.  

 Case studies are described as a methodology that examines a set of 

events or phenomenon, whose parameters can be spatially or temporally 

informed (Levy, 2008) while being bounded by real life contexts (Robson, 2015). 

Exploration of Craft Scotland as a case study acknowledges the idiographic 

nature of the study into an organisation, its communities, and the sector it 

serves. For Dana and Dana (2005), case study research that employs qualitative 

methods allows for a naturalistic inquiry, whereby a researcher is able to observe 

phenomenon that occur naturally without any kind of researcher manipulation. 

It still allows for some of the interactive elements of action research via the 

inclusion of participatory methods, without demanding any immediate change 

from the research participants (unless this is specifically built in). Thus, this 

research will take the form of a case study. As with all research, case studies can 

be used to address a number of different research goals (see Table 4.3).  

Table 4.3. Goals of research  

Type of Research Goals of Research 
Exploratory Satisfy curiosity; provide better understanding; illumination on 

process or problem 

Descriptive Understand social phenomenon by observing detail; provide 

empirical basis for argument 

Explanatory Explain cause of phenomenon; suggest reasons for 

phenomenon; make recommendations for change 

Source: Adapted from Hart (2018), Referenced in Robson (2015) 

As a case study, this research study illuminates the process of entrepreneurial 

development that takes place between craft practitioners and craft development 

organisations, and provides understanding of entrepreneurial craft identities. 

Alongside the incorporation of interdisciplinarity (see Chapter 1.5), the case 
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study is framed as both an exploratory and interdisciplinary one. Therefore, it 

draws from a selection of academic debates to truly make sense of the research 

context. With it comes a number of recommendations for change, as well as 

models for future exploration (see Chapter 8.5 and 8.6). 

4.2.1. Case Study Methodology 
 

Yin (2014) describes the use of case study as research ‘which involves an 

empirical investigation of a particular contemporary phenomenon within its real 

life context using multiple sources of evidence’ (p.7). This commonly used case 

study framework incorporates the following: 

i. Empirical investigation 

An empirical investigation is rooted in knowledge that is built from observation 

or experience, rather than theory. Use of case study research was borne of a 

need to understand the experiential dimensions of a studied context (Simons, 

2014), seeking to explain the ‘how?’ and ‘why?’ of certain social circumstances or 

phenomenon (Robson, 2015; Yin, 2014). As such, the outcomes of a case study 

should have implications for the case that is being observed – knowledge that 

can inform O’Leary’s (2005) hierarchy of change. Case study is particularly suited 

to a research project such as this one, which has an empirical focus on 

interactions and subject matter that the researcher has little to no control over 

(Yin, 2014). This does, however, mean it is necessary to remain alert and 

reflexive during the data collection process (Wiebe et al., 2010), to ensure the 

research is kept on track, particularly when adopting a grounded approach. 

Although there is no expectation that entrepreneurship research requires a 

‘theoretical frontend’ (Bygrave, 2007, p.23), the role of theory cannot be 
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downplayed. For many, theory provides the foundation upon which empirical 

research is then built, offering analytic generalisation (Yin, 2014). Aligning an 

empirical investigation with an evaluative theory is suggested as a way of 

providing boundaries for what could be an otherwise sprawling investigation. 

However, taking inspiration from Kovesi and Kern (2018), research focus was 

built abductively and over time through the researcher’s interaction with the 

research environment in line with Strauss and Corbin (1997). The application of a 

case study is an opportunity to unite real-world observations with theoretical 

knowledge, providing a new perspective for understanding action, and 

developing theoretical knowledge. This union between theory and action is 

deeply pragmatic in nature (Van de Ven, 2007), the two informing each other in 

the continued praxis of the research context.  

ii. Particular contemporary phenomenon 

The value of a case study is dependent upon its focus (Hakim, 2000). This 

particularity of focus in a case study means that, often, results are not 

generalisable, unless studies can be spread across multiple sites (ibid.), however 

results from a single unit of study may provide guidance for understanding 

another (Gerring, 2004). Instead, a case study offers an idiographic depiction that 

interprets a set of events, whose parameters are spatially or temporally 

informed (Levy, 2008). A case study approach is considered ideal for exploring 

organisational processes, thanks to its ability to expose ‘the inner dynamics of a 

unit’ (Wiebe et al., 2010, p.72). Our particular contemporary phenomenon - the 

Scottish craft sector and the influence of craft development organisations on its 

development - provides an empirical setting that indicates key factors that can 
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be used to provide the focus for the case study. Case studies provide a platform 

for the phenomenon being researched, allowing for contextual specificities to be 

understood in unprecedented detail (Stake, 1995). This detail allows for any 

patterns of causality in the phenomenon to be illuminated, again contributing to 

both theory and practice. As such, the research necessitates deep connectivity 

and immersion in the area of study, where the researcher is positioned as a 

learner (Wiebe et al., 2010).  

iii. Real-life context 

Case studies are deemed iterative processes, where review throughout their 

enactment may impact upon the approaches taken to a case’s units and subunits 

of analysis, or even the research questions (Gray, 2013). It is this highly 

adaptable, reflexive, and exploratory nature redolent in case study as a research 

design that makes it suitable for real-world research, and reflects the pragmatic 

standpoint of this research project (see Chapter 4.1 and 4.2). Use of a real life 

context provides the case study with a further ‘bounded system’ (Stake, 1995, 

p.16), a setting where examples of the research phenomenon can be observed, 

and is a crucial element in the interpretation of findings (Wiebe et al., 2010). The 

negotiation of access to such an organisation as industry partner is a key hurdle 

in the implementation of such a study (Yin, 2014; Robson, 2015), and so starting 

from this point gives the research project an initial advantage, although the 

nature of the relationship between researcher, organisation, and communities 

still required constant, engaged navigation to avoid miscommunication and 

misunderstanding of the research intention (O’Leary, 2005). The inclusion of an 

industry partner allows for access to highly specialised experience, knowledge, 
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and resources that must be tapped into, while it is believed that collaboration 

with organisational partners ensures relevance in research (Balogun et al, 2003).  

iv. Multiple sources of evidence 

Case studies can employ a variety of data collection tools and processes (Yin, 

2014), providing reflexivity during data collection (Wiebe et al., 2010) making 

them highly adaptable to the nuances of the case being studied. Through this, 

they achieve breadth and depth of understanding (Yin, 2014). The use of multiple 

methods in organisational research is believed to address complexity, plurality, 

and provide a bridge between the micro and the macro perspectives found in 

such contexts (Azorìn and Cameron, 2010). The use of multiple sources of 

evidence in a case study is also considered one of the most ‘comprehensive’ 

methodologies for tackling the complex nature of spatially defined topics such as 

entrepreneurial ecosystems (Godley et al., 2019, p.3). The flexibility of a case 

study makes it open to use in a pragmatic approach, while also building a robust 

and holistic study (Hakim, 2000). As such, the researcher becomes engaged in a 

reflexive practice that sees the pathways through the case study research being 

constantly renegotiated. Thanks to this, several approaches to the case study 

method exist (e.g. Yin, 2014; Stake, 1995). This gives the research design a 

multiplicity, where the study can be designed according to the needs defined by 

the particular focus and context of the research project as it arises (Wiebe et al., 

2010). Case studies are an iterative process, demanding review throughout 

which may impact upon the units and subunits of analysis, or even the research 

questions (Gray, 2013), reflecting the epistemologically pragmatic stance of the 

research.  
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4.2.2.      Embedded Case Study 

While a single case study can be used to create a highly detailed, in-depth 

exploration of an entity such as an individual, and event, or an organisation, 

designs exist where multiple case studies can be compiled to provide strong 

analytical conclusions that allow for the development of a more theoretically 

compelling argument (Yin, 2014). Assessment of case study models has led to the 

selection of an embedded case study as the framework for this research design. 

Embedded case studies ‘are considered an appropriate approach to real, 

complex, current problems that cannot be treated simply’ (Scholz and Tietje, 

2002, p.5). In an embedded case study, a single case is studied through several 

subunits (Yin, 2014) (see Figure 4.2).  

 

Figure 4.2. Embedded case study research design as a single case study with multiple units of analysis  

Source: Adapted from Yin (2014) 

Context: Craft Entrepreneurial Identity in Scotland 

Case: The Support Programmes of Craft
Development Organisations 

Sub Unit 1
Craft Scotland Position in Sector 

Sub Unit 2 
Experience of Scottish Craft Practitioners

Sub Unit 3 
Effect of Craft Scotland Opportunity
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 When describing the aim of such a study, Scholz and Tietje (2002, p.2) tell 

us that the ‘starting and end points are the case as a whole in its real-world 

context’. Also described as a nested case study (Van de Ven, 2007), an embedded 

case study presents an opportunity to explore several differing facets of the 

same case (Scholz and Tietje, 2002). In doing so, the design of the study allows 

for the synthesis of multiple perspectives, offering a plurality that reflects the 

theoretical underpinnings of the research. Although not explicitly described as an 

embedded case study, Jourdain’s (2015) illumination of the symbolic within the 

French craft economy took a mixed method approach. Jourdain collected both 

qualitative and quantitative data in significant amounts. This included a survey of 

947 French craftspeople detailing social and economic aspects, 92 semi-

structured interviews with craftspeople, as well as 28 semi-structured interviews 

with representatives of French craft. She also conducted significant observations 

at craft events and exhibition. While these insights are extremely robust, taking a 

triangulated approach to the collection of data that is then carefully synthesised, 

the results are vast and difficult to digest. However, Jourdain works hard to 

present the results as a progressive journey of illumination, dividing results into 

three sections. The structure of French craft is built out from the survey results, 

revealing the poles of traditional/contemporary and economic/artistic. This 

scoping of the sector enabled opposition to these poles to then be teased out via 

interview, building qualitative understanding of where and why craft 

practitioners position themselves on this scale. The strategy employed by craft 

practitioners to combine these poles and navigate the resulting tensions is then 

highlighted. Comparing and contrasting these elements enabled Jourdain to 
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create a typology of craft practitioners and place them within a variety of social 

and economic space informed by the poles that were initially uncovered when 

building the structure of craft. Such a study of several subunits demands a level 

of knowledge integration (Scholz and Tietje, 2002, p.4), that is the integration of 

knowledge from varied sources, in order to present a cohesive final argument.  

 Multiplicity in perspective demands an approach to data collection that can 

be unwieldy. Indeed, examples of similar research have employed a team of 

researchers to tackle data collection and analysis. For example, Munro’s (2017) 

paper ‘Building soft skills in the creative economy: Creative intermediaries, 

business support and the ‘soft skills gap’’ is a rare example of a paper that 

explores the relationship built between an intermediary organisation and its 

community of creative practitioners. Totalling 56 interviews with the studied 

organisation’s staff, advisory board, clients, and stakeholders, Munro’s research 

was conducted as part of an ethnographic research team, over several years. 

Although it is often recommended a complex activity such as an embedded case 

study be undertaken by a team of researchers (Yin, 2014), the capability of 

Munro’s research stretches much farther than this research project could ever 

hope to and so a manageable approach to the integrative evaluation of the case 

study’s subunits must be taken. Scholz and Tietje’s (2002) argue that integration 

of the research allows for greater transparency regarding the organisation of the 

varied forms of data, and the differing perspectives they represent. As such, 

consideration must be used when conducting the analysis of the subunits. The 

methods for these subunits have been selected based on their relevance to the 

research question (Creswell, 1998), rather than being dictated by a philosophical 
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view point. While purely qualitative data can be used ‘to arrive at an 

understanding of a particular phenomenon from the perspective of those 

experiencing it’ (Vaismoradi et al., 2013, p.398), combining methods and 

perspectives allows for a more complete set of evidence, promotes plurality, and 

can be more practical (Creswell and Clark, 2017).  

4.2.3.  Data Collection Methods 
 

Data was collected using a number of methods. As an explorative and pragmatic 

piece of research, the approach to the use of methods becomes an intuitive one 

(Tashakkori and Teddlie, 1998). The research timeline below (see Figure 4.3) 

offers some insight in to the research journey, including the timings of data 

collection. The data were collected using the following methods.  

i. Semi-Structured Interview 
 

Semi-structured interviews are considered to have great potential for delivering 

unexpected insights (Bernard, 1988). Defined as open-ended, while following a 

general script or list (Bernard and Bernard, 12013), pre-determined topics can be 

addressed. As this research project is heavily guided by the importance of 

context, including the lived experience of those most affected by the study is an 

essential driving force informing the study (Curedale, 2013). The method is 

present in a great deal of the literature reviewed during the research process 

(e.g. Bouette and Magee, 2014; Jourdain, 2015; Luckman and Andrew, 2018; 

Kovesi and Kern, 2018), used to elicit unique experiences of craft practitioners in 

their unique circumstances. While interviews can be labour-intensive with the 

time to design, organise, conduct, process, and analyse the data gathered being 
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demanding, much of this labour was mitigated by the researcher’s attendance to 

key craft events, where recruitment or even the interview itself could take place.  

          

Figure 4.3. Timeline of data collection 

There was, however, a concern that the information gathered from interviews 

may lack objectivity (Denzin and Lincoln, 2011), owing either to the research 

project’s close allyship with Craft Scotland, or that any respondent may feel a 

pressure to give a response that is not genuine. This realisation led to the project 

re-establishing itself as a more independent inquiry, that relied less on live 

events as a space to recruit participants. Ultimately, understanding and correctly 
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interpreting what respondents tell you during the interview process is the most 

difficult task (Kvale and Brinkman, 2009), requiring an empathetic approach that 

draws on an interpretivist mindset that acknowledges the meaning that can be 

derived from these interactions, and how this content relates to the broader 

study.  

ii. Secondary Research 
 

The secondary data included in the data set consisted of five years’ worth of 

Craft Scotland Annual Reviews, as well as an archive of surveys providing 

feedback to the organisation from participants of Craft Scotland events. In the 

case of the Annual Reviews, the secondary data represented a heavily edited, 

socially-constructed document that profiles the organisation and its activities 

over a single financial year. While such documents do not offer a comprehensive 

report of the organisation’s operations in their entirety, they do provide an 

insight into the kind of organisation Craft Scotland wishes to be seen as, and the 

central narratives it promotes. It is also a valuable contrast against the semi-

structured interviews of Craft Scotland Director, Fiona Logue. In addition to these 

public documents, the researcher was also given access to the organisation’s 

archive of feedback surveys, completed by event and programme participants. 

Employing visualisation tools, it was possible to construct a succession of maps 

that placed Craft Scotland within the larger ecosystem (see Appendix A3), while 

also offering a process of meaning-making for the researcher. It was decided 

that, through open-coded Thematic Analysis, the projected ‘reality’ depicted in 

these documents could be ‘unpicked’ (Braun and Clarke, 2006, p.81) in order to 
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explore the ways in which Craft Scotland advocates for its position within the 

ecosystem of Scottish craft.  

iii. Observation 
 

Early interviews were coupled with the researcher’s attendance to, and 

observation of, a number of key events in the calendar of Craft Scotland (see 

Table 4.4). Observation is the ‘systematic description of events, behaviours, and 

artefacts’ (Marshall and Rossman, 1989, cited in Kawulich, 2012, p.79) in a 

chosen setting. 

Table 4.4. Observation of Craft Scotland events 

Craft Scotland Event Nature of event: Research activities 
COLLECT – London, February 2018 Public sales event organised by Crafts Council UK 

and hosed by Saatchi Gallery: Observation, 

informal interview of participants 

Craft Scotland Conference – 

Edinburgh, June 2018 

Ticketed two-day conference hosted at 

Edinburgh National Gallery: Observation, 

informal interview of participants, small 

postcard survey 

Craft Scotland Summer Show – 

Edinburgh, August 2018 

Public sales event hosted at White Stuff as part 

of Edinburgh Festival Fringe: Observation, 

informal interview of participants 

Craft Scotland Internationalisation 

Workshop – Edinburgh, January 

2019 

Preliminary training of NY NOW participants in 

internationalisation at Poetry Library: 

Observation, informal interview of participants, 

recruitment for NY NOW data collection 

NY NOW – New York, February 

2019 

International wholesale trade event hosted at 

Javitts Centre New York: Observation, 

preliminary informal interview of participants, 

semi-structured interview of participants.  

COLLECT – London, February 2019 Public sales event organised by Crafts Council UK 

and hosed by Saatchi Gallery: Observation, 

informal interview of participants 

Craft Development Network 

Meeting – Glasgow, March 2019 

Network meeting of Scottish curators and CDO 

staff hosted at Glasgow Women’s Library: 

Observation, informal interview of participants, 

sharing of research intention/progress   

COMPASS Finance and Funding – 

Dundee, April 2019 

Workshop for practitioners enrolled on 

COMPASS programmes hosted at Dundee 

Enterprise Centre: observation, informal 

interview of participants, small data collection 

activity, recruitment for online survey 
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COMPASS Sales and Marketing – 

Glasgow, May 2019 

Workshop for practitioners enrolled on 

COMPASS programmes hosted at Glasgow 

College: observation, informal interview of 

participants, small data collection activity, 

recruitment for online survey 

MAKE Manifesto Unconference – 

Stirling, October 2019 

Unconference to promote and discuss MAKE 

Manifesto hosted at Stirling: participant 

observation, informal interview of participants, 

recruitment for online survey 

 

Crucially, it allows insight into the ‘worlds’ of those who are being observed 

(Kawulich, 2012, p.244), and as such was an invaluable process at the earliest 

stages of the research project when building contextual understanding. It also 

offered the researcher space to develop a rapport with the project’s key 

stakeholders, which allowed for more open discussion (Adler and Adler, 1987).  

In addition to the insight it provided to the planning, production, and 

enactment of the Craft Scotland programme, observation also offered training of 

sorts into the language of the context, opened up opportunity for informal 

conversations to take place, and allowed the researcher to build a higher level of 

discourse with those who would later be included in interviews and surveys 

(Creswell, 1998). This assisted the researcher in securing semi-structured 

interviews with craft practitioners who were participating at events. While many 

of these interviews took place at a later date either at respondents’ studios, or 

over the telephone, many informal discussions were held at the events 

themselves. Although a valuable tool for gaining what is usually qualitative data 

from participants, here they undoubtedly played a central role in the researcher 

gathering preliminary data (Qu and Dumay, 2011). Notes were made while in 

attendance at events, before being formally typed up with additional reflective 

notes (see Appendix A5). The use of observation in this way as a real time 
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method allowed the researcher to expose interactions and processes as they 

occur, ‘catching it as it happens’ (Brundin, 2007, p.279).  

Stating the need for close analysis in entrepreneurship in order to find 

‘what actually happens and matters’ (ibid.), Brundin suggests that a researcher’s 

ability to detect micro perspectives and processes during activity can be 

enhanced through such methods. Thus, real-time methods such as observation 

are particularly valuable for gaining insights to inform the research at a micro 

level as part of an embedded case study. Brundin employs case study in her own 

exploration of entrepreneurial emotions using real-time methods, noting the 

holistic picture it is capable of building, providing ‘experiential understanding and 

glimpses of multiple ‘realities’ (2007, p.288) of the research case. However, 

within the research design, Brundin employs all real-time methods, and does not 

necessarily address the idea of combining real-time methodology alongside 

other methods. 

iv. Online Survey 
 

Surveys as a method for data collection can be very flexible, providing rich seams 

of data both on their own, or when embedded in a larger research design 

(Andres, 2012). As part of this research, an online survey has been used to collect 

both qualitative and quantitative data. This mixing of methods was selected for 

its practicality, suitability to the ‘live’ research context, and in order to establish a 

plurality of perspective that allows for the development of an exploratory, 

grounded approach (Creswell and Clark, 2017). The plurality of approaches 

available within surveys means that questions can be presented in any number 

of ways and employed reflexively, with a level of depth that can be tailored to 
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the research needs – thus, the online survey combined both open-ended 

questions, as well as a matrix of Likert scale questions. Generally deemed to be 

less of a drain on resources, survey was an intentional choice to reach a larger 

number of respondents as quickly as possible, with the researcher up until this 

point in the research having relied upon interview and observation. While 

feedback is not immediate, there was an added benefit of respondents not 

feeling pressure to give a particular type of response – an issue that arose during 

the interview and observational processes. However, there is no opportunity to 

interrogate interesting strands of thought that may have arisen at interview. In 

addition to this, response levels can be low or disappointing – an issue that did 

arise with a particularly low response rate. This was highly disappointing for the 

researcher, and while it was overcome with a second wave of online survey (see 

Chapter 4.3.2.) there are perhaps other approaches that may have been more 

useful. A main concern for the launch of the survey was the date, which 

coincided with the busiest time of the year for craft practitioners. Instead of 

working against these circumstances, a preferable method may have been in-

person surveys or even cultural probes that could be distributed amongst craft 

practitioners during the craft markets and events they take part in during the 

Festive season. Instead, the low response rate and the desire to follow up 

possible lines of interrogation was answered with a small number of follow-up 

interviews.  

v. Visualisation 
 

Visualisation has been used to present ideas and research results, as well as a 

valuable part of the research process (Gray and Malins, 2004). As a practice-
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based method, visualisation sits alongside observation, and can be valuable as a 

tool to record and communicate information that is observed or gathered as part 

of the project research. It has been used by the researcher primarily as a 

sensemaking tool, particularly when organising codes, or to make connections at 

the axial stage of coding. It is mainly employed in this thesis as a form of 

communication supplementing written ideas (see Chapter 5.1, 6.1.1, 6.2.1., and 

7.1). By enabling the researcher’s process of reflection and meaning-making, 

visualisation has also helped in recognising and making insights communicable 

through the mapping out of geography, relationships, and transactions (see 

Appendix A3).  

Such mapping, analysis, and design of ecosystems is believed to hold 

great potential for many areas of ecosystem research (Talmar et al., 2018), and 

at one point in the research a key outcome was the visualisation of the Scottish 

craft landscape as a vehicle for identifying key inter-relationships that influence 

the bonds which shape industry dynamics. While the process was a useful one, 

also highlighting the absence of linkages in areas where they might have been 

expected, uncovering models such as Isenberg (2011) eventually proved more 

useful. Chapter 8 of the thesis relies heavily upon the use of visualisation to 

communicate abstract concepts. It has been of particular use when discussing 

intangible assets (like stories) as artefacts, and enabled the researcher to 

elaborate significantly on initial ideas. Recognising the potential value in some of 

these visuals as holding potential for future research, their potential use has 

been outlined in the early discussion in Chapter 8. 
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4.2.4. Sensemaking in an Embedded Case Study 
 

The pragmatic approach to methods of data collection, and the adaptive nature 

of the research process meant there were some considerations regarding the 

analysis of the data collected. In this section Thematic Analysis is discussed as the 

primary approach to data analysis, drawing on the coding processes of Grounded 

Theory. However, narrative analysis is also introduced as a process that informed 

some of the later research stages, as well as a discussion regarding the creation 

of typologies. While the integration of Thematic Analysis, narrative analysis, and 

Grounded Theory may sound complicated, it has been established as an 

innovative approach that can provide multidimensional understanding of the 

experience of research subjects (Floersch et al., 2010), and so fits with the 

research position and design.  

i. Thematic Analysis 
 

Analysis of the qualitative data was done using Thematic Analysis. Thematic 

analysis is the systematic analysis and interpretation of textual data to reveal 

implicit and explicit information that can be grouped into and described as 

recurrent themes (Guest et al., 2012). Through Thematic Analysis, the ‘reality’ 

that is presented in qualitative information can be ‘unpicked’ (Braun and Clarke, 

2006, p.81) and organised in order to build insight into an individual or group 

experience, interpretation of, or response to a research phenomenon. It is one of 

the most frequently used method of analysis for qualitative data thanks to its 

‘theoretical freedom’ (Braun and Clarke, 2006, p.78), meaning it can be used 

across epistemologies, and applied inductively, deductively, or abductively. 

Demanding analysis of data via coding, and the recognition of patterns in 
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themes, it is these patterns that are used to create knowledge on the research 

phenomenon (Aronson, 1995). In many ways, this process is redolent of the 

constant comparison outlined in Grounded Theory – where new research 

findings are compared with existing findings.  

Considerable concern lies in the process of Thematic Analysis, especially 

regarding its delineation (Braun and Clarke, 2006), fastidiousness (Nowell et al., 

2017), forms of output (Attride-Stirling, 2001), and specialisation (Rambaree and 

Flaxelid, 2013). In an attempt to instil structure in the process, Braun and Clarke 

(2006) provide a six-step framework for the method of Thematic Analysis. While 

mindful of the limitations such structure could place upon the otherwise 

freewheeling aspects of Thematic Analysis, the framework is clearly motivated by 

the question of validity when it comes to comparing qualitative research with its 

counterpart of quantitative research. Addressing the ‘‘anything goes’ critique’ 

(Vaismoradi et al., 2013, p.78) of qualitative research, the intention is to provide 

consistency in an analysis process that has previously been applied in a varied, 

perhaps even ad hoc, manner.  

Braun and Clark’s (2006) framework has been further developed by 

Nowell, Norris, White and Moules (2017) to include measures to establish 

trustworthiness within each phase of the method. Following Lincoln and Guba 

(1990), the concerns of credibility, transferability, dependability, and 

confirmability are addressed, introducing pragmatic options at each phase of 

Thematic Analysis (see Table 4.5).  
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Table 4.5. Framework for establishing trustworthiness during each phase of Thematic Analysis  

Phases of Thematic 
Analysis 

Means of Establishing Trustworthiness 

Phase 1: Familiarising 

yourself with your data 

Prolong engagement with data; 

Triangulate different data collection modes; 

Document theoretical and reflective thoughts; 

Document thoughts about potential codes/themes; 

Store raw data in well-organised archives; 

Keep records of all data field notes, transcripts, and 

reflexive journals 

Phase 2: Generating 

initial codes 

Peer debriefing; Researcher triangulation; 

Reflexive journaling; Use of a coding framework: 

Audit trail of code generation: Documentation of all team 

meeting and peer debriefings 

Phase 3: Searching for 

themes 

Researcher triangulation; 

Diagramming to make sense of theme connections; 

Keep detailed notes about development and hierarchies 

of concepts and themes 

Phase 4: Reviewing 

themes 

Researcher triangulation; Themes and subthemes vetted 

by team members; Test for referential adequacy by 

returning to raw data 

Phase 5: Defining and 

naming themes 

Researcher triangulation; Peer debriefing; Team 

consensus on themes; Documentation of team meetings 

regarding themes; 

Documentation of theme naming 

Phase 6: Producing the 

report 

Member checking; Peer debriefing;  

Describing process of coding and analysis in sufficient 

details; 

Thick descriptions of context; Description of the audit 

trail; 

Report on reasons for theoretical, methodological, and 

analytical choices throughout the entire study 

Source: Adapted from Nowell, Norris, White and Moules (2017) 
 
In particular, the creation and communication of an audit trail through research 

records and reflexive journaling, as well as a peer debrief when working as a 

team, are interjected in order to build transparency in the decision-making 

process when creating and interpreting codes and themes, and ultimately when 

presenting final insights and results. When fully implemented the trail of 

evidence tells the story of a deeply engaged, systematic, potentially collaborative 

process that is meticulously recorded. With these records accessible alongside 

the data gathered, it would be possible for other researchers to confirm (of 
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otherwise) these outcomes and fully understand exactly how analysis in reports 

has been undertaken (Attride-Stirling, 2001). 

While Braun and Clarke only present the binary approach of inductive and 

deductive analysis, Dubois and Gadde’s (2002) model of ‘systematic combining’ 

presents a process that sees the researcher moving between theoretical and 

empirical worlds in order to abductively ‘match’ real-world circumstances to the 

most appropriate theoretical explanations. This pragmatic approach to 

developing theory is embedded in inductive notions of sensemaking, where the 

new matches between theory and observation provide ‘direction and 

redirection’ (p.554) of the research process, and mirrors the Straussian (Howard-

Payne, 2016) grounded approach where constant comparison takes place not 

just across data sets, or subunits of study, but across referenced literature and 

theory. However, the dialogic nature of abduction (Walton, 2014) sees it move 

between theory and the real world to build explanation, informing a continually 

evolving research framework that allows for the process of exploration and 

illumination that is sought by this research.  

In the context of case study, Dubois and Gadde’s systematic combining 

offers a process of data analysis that results in themes rich in the 

interconnectivity of the numerous issues that prevail within a complex research 

phenomenon. The exchange between theoretical thought and the applied 

context of the data provides an opportunity to identify theoretical insight (and 

the extension of it) while also remaining relevant to the contextually specific 

nature of the project. This process aligns well with the demands of grounded 

research, where theory is not necessarily used to guide analysis via a coding 
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framework, but instead informs the direction of the researcher when finding 

relevant theories or ideas in existing literature. Thus, instead of using a coding 

framework, the stages of open, axial, and selective coding were combined in the 

systematic combining of the Thematic Analysis. This saw the researcher using a 

process of open coding to code the collected data (phase 2: generating initial 

codes). A secondary round of axial coding analysed the original codes, identifying 

connections and similarities between these codes (phase 3: searching for 

themes). This was followed by selective coding, where the ordering of themes 

was conducted to highlight the most regularly identified (phase 4: reviewing 

themes). This concluded with the inclusion of relevant quotes from the data, and 

a visual mapping of the themes to elicit further connections and interpretation 

(see Chapter 5.1, 6.1.1, 6.2.1., and 7.1).     

The Thematic Analysis of three subunits of study has resulted in a number 

of themes and subthemes, delineated in the findings of each chapter. Using 

these many themes in order to answer the research questions demands a 

synthesis that can distill the insights and arrive at a final conclusion. This has 

been done via a meta synthesis (Sandelowski and Barroso, 2006; Erwin et al., 

2011) of each chapter’s findings, drawing on the processes of Thematic Analysis 

to analyse and highlight the connections and overlap of themes and subthemes. 

Through this process, a number of maps were created to show the connections 

and relationships (see Appendix E).  

ii. Capturing Research Narratives 
 

As this research progressed – particularly during and in the wake of the Covid-19 

pandemic – it became apparent that individual narratives and their positionality 
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in the collective whole of the Scottish craft sector were of high importance. 

Namely, the way the craft sector uses carefully created narratives to 

communicate sector norms, connect with (or alienate) others, and attain 

investment into certain forms of craft enterprise (Mishler, 1992; Lounsbury and 

Glynn, 2003; Pret and Carter, 2017) saw significant flex in the way a practitioner 

represents them self. Narratives can be used in research in multiple ways, and so 

their definition is often vague (Riessman, 2008). Yet, they can play an important 

part in communicating vital, but otherwise imperceptible, detail that enriches 

the tangible and so often considered central to the making of meaning (Floersch 

et al., 2010). This, Floersch et al. (2010) argue, means narrative can lend an 

integral temporal element to the explanation of phenomena, positioning our 

understanding more firmly in context.  

 In a chapter on Craft as Resistance (Rippin and Vachhani, 2018), an in-

depth conversation between Ann Rippin - a ‘scholar activist’ (ibid., p.222) who 

uses quilting as a process for challenging hierarchy - and Sheena Vacchani - an 

academic exploring embodiment, ethics, and feminism - the tensions between 

craft and academia are explored. The exchanges between these two experienced 

practitioners are reflective of the themes of embodied enquiry that the chapter 

seeks to interrogate. It also demonstrates the exploratory potential of a single, 

in-depth interview to reveal such rich narratives that can act as research insight 

as well as provocation for future practices in the field of craftivism. As a result, 

the chapter holds a multiple purpose of exploration, information, and advocacy 

for new understanding – purposes mirrored in this research project. Thus, 

narratives were incorporated as a key theme that emerged in Study 2 and 3, 
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having identified how important participation in major events was for the 

entrepreneurial storyline of craft practitioners.  

 Narratives were also employed as a tool for the research undertaken in 

Part 2 of Study 2 (Chapter 6.2), encouraging participants to share their 

narratives, and restorying these narratives as a familiarising process for the 

researcher. However, while a singular interview can contain vital information, it 

may be considered lacking in robustness – for example Fillis’ (2004) critique of 

the craft research over focus upon the practitioner. Taking the position that all 

research is narrative in nature, Petra Munro Hendry’s (2009) model of narrative 

as inquiry transcends the usual research paradigms, casting narrative not as 

method but as an ‘epistemology of doubt’ (p.73). Contesting the tendency for 

narrative processes to be classed as postmodern, or a method borne of the 

interpretive social sciences, Munro Hendry points to narrative’s millennia of use 

as a sensemaking tool, and suggests it is capable of transgressing the common 

subjective/objective binaries of research. Munro Hendry also alludes to the 

social implications of placing higher esteem in monotheistic forms of inquiry, 

seeking to undo the ‘methodological tyranny’ (p.73) waged by those upholding 

hierarchies of knowledge. When the operations of those relying upon research 

knowledge (e.g. Governments, organisations, decision-makers) trust solely in 

such hierarchies of knowledge and truth, the plurality of democracy is denied, 

and a richness of understanding is lost. Advocating instead for the inclusion of 

pluralistic sites of knowledge, Munro Hendry presents a model of sacred, 

symbolic, and science narratives that are inherently interconnected. The 

interplay of these three forms of narrative spark off each other, telling 
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interrelated yet diverse stories of what we know (ontology) and how we know it 

(epistemology). Thus, the meaning-making of narratives holds great potential to 

offer insight in an interdisciplinary setting, introducing an epistemologically that 

is democratic and pluralistic, crossing domains that may have been previously 

siloed.  

 Emerging towards the end of the research process as an invaluable 

approach to managing the many and varied realities being exposed by the 

complex case study, the introduction of narratives is used as a golden thread that 

can connect the at-first seemingly disparate findings of the studies subunits. 

While these narratives do not dominate the thesis, it must be noted the vital role 

they played as a key theme in entrepreneurial craft identities, the opportunities 

craft development organisations have played, as well as an approach to eliciting 

information via follow-up interviews with survey respondents (See Chapter 

4.3.3).  

4.3. The Studies 
 

This embedded case study is built from three subunits. Each seeks to 

demonstrate the influence of an organisation from multiple perspectives, which 

is reflected in the three sub questions. Rousseau and House’s (1994) exploration 

of biases in researching organisational behaviour advocated for the integration 

of simultaneous explorations, allowing for a multi-perspective account of an 

organisation and its activities to be built. It is the belief of this research that by 

exploring the relationships between a creative support organisation and its 

sector, programmes, and communities, it is possible to provide insights that 

deliver upon the need for multiple outcomes. Using the framework of Yin (2014), 
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the following sections (Chapter 4.3.1, 4.3.2, and 4.3.3) lay out how each subunit 

of study has been structured, detailing the study’s question, the purpose, the 

unit of analysis, and the criteria for the interpretation of data. The activities and 

events employed in the enactment of these subunits has also been visualised 

(see Figure 4.4.), providing additional insight in to the non-linear and iterative 

approach taken by the researcher.  

 

Figure 4.4. Visualisation of the subunits of study 

This visualisation of the subunits contributes further detail to the research 

timeline seen in Figure 4.3, emphasising the considerable overlap in the studies 

that may otherwise be read seperately. As an exploratory case study, no 
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propositions were developed for the studies, instead insight into each study’s 

purpose is given. While the studies presented here have aligned particular 

relationships with specific research questions, the reality is that each study holds 

insights that address the research questions on an individual basis as well as via 

their collective analysis.  

4.3.1. Study 1: The Craft Sector 
 

i. Study Question 

What is the role of Craft Scotland in the Scottish craft sector? 

ii. Purpose 

Using Craft Scotland’s relationship with the craft sector as a subunit, the purpose 

of the study was to build a picture of the craft landscape in Scotland as a 

foundation for further studies, and gain understanding of Craft Scotland’s 

position in, and affiliation (Adner, 2017) with, the broader Scottish craft 

ecosystem. 

iii. Unit of Analysis 

The study employs a variety of methods to build a picture of the craft landscape 

in Scotland, drawing on a variety of data sets. Qualitative data were the primary 

data type used for this study, namely primary data and secondary data. Primary 

data were collected through an in-depth interview with the Director of Craft 

Scotland at the beginning of the research project – Fiona Logue. Secondary data 

took the form of Craft Scotland Annual Reviews 2014-2018, as well as an archive 

of surveys providing feedback to the organisation from participants of Craft 

Scotland events. 

iv. Logic 
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This study acknowledges the vast network of actors that Craft Scotland sits 

alongside, collectively forming the ecosystem of Scottish craft. Craft practice in 

Scotland, as with many regions globally, is entrenched in the nation’s heritage 

with several craft-based exports recognised internationally as being synonymous 

with Scottish identity (e.g. Harris Tweed, or Tartan). However, contemporary 

practitioners emerging from the country’s powerful network of art and design 

institutions are developing innovative practice that represent the Scottish craft 

identity very differently. The logic of this subunit is that through analysis of 

interviews with leaders of Craft Scotland, and the organisation’s Annual Reviews 

which were released annually from 2000-2018, it would be possible to identify 

patterns in themes that indicate key activities and processes enacted by Craft 

Scotland in its role as craft sector leader. Beyond this, it also presented an 

opportunity to identify areas considered challenging for the future development 

of craft practitioners in Scotland, and therefore an area of priority for the 

organisation. 

v. Interpreting the Findings 

The researcher took time to familiarise themselves with the data sets, before 

conducting an initial coding across all the data sets using the themes of 

connection, passion, and uncertainty (Cova and Guercini, 2016; Guercini and 

Cova, 2018). Broad themes were then sought within these codes, before 

conducting an iterative process of reflecting upon the literature and refining. The 

way these elements manifest themselves in an entrepreneurial ecosystem is also 

considered (Isenberg, 2011; Spigel, 2017), using theoretical models of such 

systems to identify underrepresented features of the Scottish craft 
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entrepreneurial ecosystem. Alongside this, mention of collaborators or sector 

partners was recorded and used to compile a visual representation of the 

Scottish craft entrepreneurial ecosystem, which was then used as a point of 

reference for exploring and interrogating the interactions common in the 

Scottish craft landscape. Within this information, a number of themes began to 

emerge which would later go on to inform the interpretation of subsequent 

studies. 

4.3.2. Study 2: The Craft Makers 
 

i. Study Question 

How do craft practitioners draw on programmes of support when developing a 

unique entrepreneurial craft identity? 

ii. Purpose 

This micro-level study sought to build an understanding of the key factors 

influencing an individual’s reasoning for entering into collaborative 

organisational support and opportunity, if at all. In collecting such data, the 

research sought to establish craft profiles that demonstrate some of the variety 

found within Scottish craft enterprise, while also illuminating the extent to which 

practitioners relate to conventional/unconventional entrepreneurial traits as 

sector collaborators and creators. 

iii. Unit of Analysis 

An online survey of craft practitioners operating commercially in Scotland was 

used to collect data from craft practitioners in Scotland on the topics of 

entrepreneurship, values and goals, collaboration, and their experience of the 

sector. This was followed up with in-depth interviews with three survey 



 186 

participants in order to further explore key themes identified in the survey. The 

survey was constructed to provide a varied insight into the major concerns, 

influences, and activities of participants, aiding construction of typologies. In-

depth interviews were a space to further elicit narratives central to the 

development of these identities. 

iv. Logic 

Individuals within craft communities of practice in particular hold distinctly 

personal approaches to the creation of their entrepreneurial identity (Jourdain, 

2015). By establishing craft typologies progress can be made in demonstrating 

some of the variety found within Scottish craft practitioners, while also 

illuminating the extent to which practitioners relate to traditional 

entrepreneurial traits, and how they collaborate and work with other actors in 

their sector.  

v. Interpreting the Findings 

Qualitative data from the surveys were analysed thematically, drawing on 

identity work and play (Brown, 2015; Caza et al., 2017; Petriglieri et al., 2017) 

and unconventional entrepreneurship (Cova and Guercini, 2017; Guercini and 

Cova, 2018). The follow-up interviews of survey respondents looked to 

entrepreneurial storytelling (Lounsbury and Glynn, 2001; Borghoff, 2018) and the 

use of narratives to allow participants a way to communicate pivotal moments in 

the development of their entrepreneurial craft identity. The role of support 

organisations in these developmental moments is teased out at interview. These 

interviews were restoried as a familiarising process, before the transcripts were 

coded using the survey findings as a guiding framework. 
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Part One 
 

Part one of this study employed the method of survey, which was selected to 

provide both qualitative and quantitative data. Several intentional choices were 

made regarding the language used in both the design and communication of the 

survey, following Nielsen, Norlyk and Christensen’s (2018) observation that 

participants in their own research responded more positively to language they 

could relate to. Any word pertaining to entrepreneurship was omitted, with as 

brief a possible reference to ‘craft business’, used specifically to deter response 

from hobbyists. The survey was distributed electronically amongst craft 

practitioners in Scotland. In order to do this in a way that respected the data 

protection rights of individual practitioners, the survey was circulated by Scottish 

craft development organisations (see Table 4.6).  

Table 4.6. Craft development organisations approached to share online survey with method of 
communication for sharing 

Craft Development Organisation Method of communication 
Applied Arts Scotland Agreed to share with membership via e-

mail and include in online blog 

Craft Scotland Agreed to share via opportunities 

newsletter 

Creative Entrepreneurs Club Agreed to share via social media 

Fife Contemporary Art and Craft Agreed to share via email newsletter 

MAKE Manifesto Agreed to share via social media 

Northlands  Agreed to share via social media 

PANEL Agreed to share via social media 

Scottish Contemporary Arts Network No response 

Scottish Potters Association Agreed to share via email with members 

Textile Scotland Agreed to share via email with members 

and on social media 

Upland Agreed to share via social media 

Visual Arts Scotland No response 

WASPS Studios Agreed to share via email with studio 

members  
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There was an expectation that sharing in this way, via an organisation’s social 

media, newsletters, or online directories, may also result in a considerable 

snowball effect, boosted by the sector’s interconnected nature, and tendency to 

share information. While the survey was shared amongst the audiences of craft 

development organisations, the researcher did note that not all practitioners 

would be suitable for the survey. When recruiting respondents, accompanying 

text stipulated ‘creative/craft practitioners who sell their work commercially’. It 

is worth noting even inclusion of the word ‘craft’ is problematic due to its 

contested nature, and could alienate valuable responses from those who do not 

identify with the term, but by Craft Scotland standards may be considered craft 

practitioners.  

The survey was made available online, hosted by onlinesurveys.ac.uk, and 

shared with Scotland’s craft communities via social media and e-mail. The 

decision to launch the survey via an online platform was made for three reasons: 

(1) it is simple for organisations to share with little perceived effort on their 

behalf; (2) it is likely to reach a broad audience, overcoming any constraints that 

might otherwise arise due to the urban/rural divide so prevalent in Scotland; and 

(3) it minimises costs and time when compared with more familiar approaches, 

such as surveys conducted in person or via the telephone. Several creative 

support organisations were identified, selected for their role in developing craft 

in Scotland (see Table 4.6 above). This provided considerable visibility for the 

survey, demonstrated by the high number of times the survey was accessed. 

However, timing for the release of the survey was a concern. The survey ran in 

two waves, both lasting four weeks each. The first, from November 25th to 
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December 23rd 2019, the second from January 6th to February 3rd 2020. It must 

be noted that this represents an extraordinarily busy time for the crafts sector, in 

the run up to, and aftermath of, Christmas. As independent businesses and sole 

traders, this is a time where craft practitioners are concentrating their efforts on 

the production of their work for retail, and on their presence at selling events 

such as Christmas markets. Much feedback from organisations willing to share 

the information showed concern regarding this timing. This was taken into 

consideration, with the researcher making the decision to share the survey, while 

retaining a reflexive and realistic attitude to the response rate. After evaluating 

the response rate upon the close of the survey’s first wave, the decision was 

made to launch a second wave of the survey in an attempt to mitigate a 

nonresponse error.  

Part Two 
 

The use of abductive Thematic Analysis for the evaluation of the data included in 

Part 1 of Study 2 identified the interrelated theories of identity work and identity 

play. The enactment of identity work and play is reliant upon: (1) a networked 

context; and (2) the presence of ‘uncertainty, confusion and anxiety’ (Alvesson 

and Wilmott, 2002, as cited in Petriglieri and Petriglieri, 2010, p.45) – two 

elements central to unconventional entrepreneurship, as well as the experience 

of Scottish craft practitioners. These themes were also commonly discussed by 

survey respondents. However, with the announcement of Novel Coronavirus as a 

global pandemic by the World Health Organisation on March 21st 2020, 

significant shockwaves were sent through sectors such as craft. As a sector 

dependent upon tactile experience and manufacturing, person to person 
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exchange, and collaboration (Dormer,1994; Sennett, 2008; Von Busch, 2013), 

everyday operations were significantly restricted by the needs of ‘lockdown’.  

The loss of these means equated to a substantial loss of opportunity and 

income for many, amplifying the uncertainty, confusion, and anxiety felt by craft 

practitioners when it came to action for the short term. The result was 

devastation to many developmental working practices, such as the cancellation 

of major retail events and markets, and the closure of galleries, workshops, and 

studios. As such, support organisations and councils rallied to better understand 

the situation (Comunian and England, 2020), and provide pragmatic guidance as 

well as emotional and financial relief. Despite the difficulty, and tragedy, of the 

circumstances, there was an opportunity to connect with survey respondents 

and have them elaborate on their responses in light of the year’s events. Eight 

potential interview participants were selected and contacted to partake in a 

follow-up interview. These respondents were selected because of their 

experience of collaborating with others in the Scottish craft sector, representing 

a stratified range of practice, career stage, collaborative partners, and belonging 

(see Table 4.7).  

Table 4.7. Survey participants approached for follow-up interviews, and their reported practice, career stage, 
collaborative partners, and sense of belonging 

Name 
(Anon.) 

Practice Career 
Stage 

Collaborative Partners Feels part of 
Craft Community 

Asa Ceramics 6-10 Years Other Maker; Craft 

Collective/Guild; Artist Run 

Initiatives; Tradeshow; Public 

Organisations; Curators; Private 

Museum/Gallery; Public Museum 

and Gallery; Private Businesses 

Very much so 

Brin Multi Media 

Craft/ Design 

3-5 Years  Other Maker; Craft 

Collective/Guild; Artist Run 

Initiatives; Public Organisations; 

Somewhat 
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Curators; Public Museum and 

Gallery 

Cato Digital/ 

Textiles 

Under 3 

Years  

Other Maker; Artist Run Initiatives; 

Public Organisations 

Very much so 

Danni Basketry/ 

Willow 

weaving 

6-10 Years  Other Maker; Craft 

Collective/Guild; Curators; Public 

Museum and Gallery; Private 

Businesses 

Very much so 

Errol Woodworker 15+ Years  Other Maker; Craft 

Collective/Guild; Artist Run 

Initiatives; Tradeshow; Public 

Organisations; Public Museum and 

Gallery 

Very much so 

Fin Textiles 6-10 Years  Artist Run Initiatives; Tradeshow; 

Curators; Public Museum and 

Gallery; Private Businesses 

Not at All 

Gwen Heritage 

Textiles 

Under 3 

Years  

Other Maker; Craft 

Collective/Guild; Public 

Organisations; Curators; Public 

Museum and Gallery; Private 

Businesses 

Not at All 

Halston Textiles 3-5 Years Other Maker; Tradeshow Not at All 

 

Of the eight potential candidates, three were willing to partake in an in-depth 

semi-structured interview (Here after named Asa, Brin, and Cato). These 

interviews sought to elicit key narratives of the craft practitioners, in turn 

refocussing the plurality uncovered by the survey, and further teasing out useful 

insight (Boylorn, 2008). A set of semi-structured questions was created (see 

Appendix C3), addressing four general themes, with the understanding that 

space would be made during the interview for the respondent’s unique narrative 

to emerge and be explored. The four themes shaping discussion with the 

respondents were:  

1. The impacts of Covid-19 on the respondents, and the sources of support 

respondents have drawn from in order to sustain themselves. 
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2. The respondent’s understanding of their entrepreneurial identity, and how 

(if at all) it had changed/adapted to tackle new circumstances and 

challenges, as well as priorities for the future.  

3. The extent to which involvement with organisational projects and 

programmes has allowed for individual identity development, particularly 

during this moment of crisis.  

4. Their relationship with Craft Scotland, and other support organisations 

within the craft ecosystem.  

Interviews lasted a minimum of 73 minutes and a maximum of 76 minutes. 

These interviews were then transcribed by the researcher, before the transcripts 

underwent a process of narrative restorying. This process allowed the researcher 

to familiarise themselves with the data, fully immersing themselves in the 

experiences of the interviewee. The researcher then undertook a selective 

coding of the original transcripts, building out themes identified via the open and 

axial coding in Part 1 of the study. The researcher was then able to incorporate 

the narrative restorying into the abductive Thematic Analysis that also included 

the existing subunits, and relevant literature.  

4.3.3. Study 3: The Craft Event 
 

i. Study Question 

What is the influence of craft development opportunity upon the development 

of a craft practitioner’s entrepreneurial identities? 

ii. Purpose 

Having established the vital role of craft development opportunity in building 

options for new entrepreneurial identities, this subunit of study intended to 
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further explore the influence participation in one such opportunity - an 

international wholesale tradeshow- had on the process entrepreneurial identity 

construction of the craft practitioners involved. Querying craft practitioners’ 

reasons for partaking in such events, the study interrogated participants’ 

expectations for the future development of their craft enterprise, and the extent 

to which such events met these expectations. 

iii. Unit of Analysis 

Eleven exhibitors of the NY Now 2019 Wholesale Trade Show form the unit of 

analysis. While interviews provide a personal account of each participant’s 

experience, such data can be contrasted with observational records to discover 

inconsistencies or tensions when it comes to presenting a public-facing identity 

as a craft enterprise, and how this must adapt when faced with uncertain 

scenarios. 

iv. Logic 

Via analysis of observational reports and interviews with participants of NY NOW 

2019 – a major event for the craft development organisation - it was possible to 

gain insight into the different ways being part of such an event can influence the 

entrepreneurial identities of those participating. Attendance at the event also 

provided a valuable opportunity to conduct empirical field research and gather 

data outside of a controlled environment. It also embedded the researcher 

within a group of eleven craft practitioners, eight of whom participated in the 

interviews. Working alongside these practitioners both built a rapport that would 

prove useful as the research progressed, and allowed the researcher to develop 

confidence and awareness of conducting such research. Inclusion in major retail 
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events such as tradeshows, exhibitions, and markets are a vital element in the 

business models of craft practitioners. They also make up a large proportion of 

Craft Scotland’s programming, with the creative support organisation typically 

hosting around 80 such events per annum (Craft Scotland, 2018a). Such an event 

is NY NOW – an international wholesale tradeshow event held bi-annually in 

New York City. Access to events like this is dependent upon applicants adhering 

to a number of expectations set out by Craft Scotland, setting sectoral standards 

that challenge participants. This inevitably has an influence upon the craft 

practitioner as they adapt their enterprise to satisfy the conditions Craft Scotland 

demand as gatekeeper to access (Eikhof, 2017).   

v. Interpreting the Findings 

Similar to the previous subunit, the data underwent an initial round of open 

coding, although interpretation of the data collected was informed by theories of 

unconventional entrepreneurship (Cova and Guercini, 2016; Guercini and Cova, 

2018). This was later supplemented by theory surrounding identity work (Brown, 

2015; Caza et al., 2017) and entrepreneurial storytelling (Lounsbury and Glynn, 

2001; Borghoff, 2018). Of particular note is the notion of narratives being 

created and disseminated in the entrepreneurial ecosystem, developed by 

further visualisation of the Scottish craft ecosystem. 

About NY NOW 2019 
 

In February 2019 Craft Scotland accompanied a group of eleven makers to NY 

NOW, an international wholesale trade-show held bi-annually in the Javits 

Centre, New York City. Advertising the opportunity for the first time through 

September and October of 2018, in December 2018 Craft Scotland announced 
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the UK makers that were selected, representing a variety of craft practices, 

including, for example, ceramics, knitwear, jewellery and stationery) with mixed 

levels of experience from tradeshow first timers to practitioners with over 15 

years of wholesale experience (see Table 4.8).  

 

Table 4.8. Craft enterprise experience of participants at NY NOW 2019 

Experience as a Craft Enterprise N=8 
Craft Practice Design-led homewares - 2 

Fashion/knitwear - 3 

Stationery – 1 

Jewellery - 2 

Time as craft enterprise 1-5 Years - 2 

6-10 Years - 4 

11-15 years - 1 

16+ years - 1 

Worked with Craft Scotland previously Yes - 5 

No - 3 

Exhibited as part of a craft/design event 

previously 

Yes - 8 

No - 0 

Exhibited at a wholesale tradeshow 

previously 

Yes - 5 

No - 3 

Exhibited at an international wholesale 

tradeshow before 

Yes - 4 

No - 4 

Exhibited at NY NOW previously Yes - 2 

No - 6 

 

With the understanding that no funding was directly available from Craft 

Scotland, the submission process asked candidates to complete an application 

for Tradeshow Access Programme (TAP) £2,000 grants: an initiative of the UK 

Government’s Department for International Trade (DIT). In January 2019 the 

twelve selected makers underwent a training workshop in Edinburgh with an 

international trade expert. Two weeks later, the group (minus one, who had to 

pull out for personal reasons) were assembled again in the halls of the Javits 

Centre. Here they spent four days manning their individual exhibition space, 
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presenting their work as part of the ‘Handmade Designer Maker’ pavilion: a 

section showcasing over 350 designer-makers from across the globe. Due to the 

event’s high level of cost to the individual makers (the outlay for each maker was 

around a minimum of £2,000) the event is unusual in its level of risk when 

compared to other events in the Craft Scotland programme. Subsequently there 

is potential for greater impacts to be realised (both positive and negative) for the 

exhibitors involved.  

Interviews were conducted with seven of the research participants during 

the event (see Appendix D3), while one new interview and two follow-up 

interviews were conducted retrospectively (see Table 4.9).  

Table 4.9. Table of interview participants (anonymised) 

Participant Interview number and length 
Alex 1 semi structured interview after event – 48 mins 

Bobbie 1 semi structured interview during event - 29 mins 

Cael 2 semi structured interviews during and after event 

During event 62 mins/after event 39 mins 

Dana 2 semi structured interviews during and after event 

During event 34 mins/after event 74 mins 

Eliot 1 semi structured interview during event – 36 mins 

Fran 1 semi structured interview during event – 43 mins 

Gene 2 semi structured interviews during and after event 

During event 43 mins/after event 19 mins 

Hann 1 semi structured interview during event – 32 mins 

 

Observational logs were kept by the researcher (see Appendix D2), building a 

qualitative picture of experience of craft enterprise operating in such a high-risk 

opportunity. The researcher spent six hours a day at the event, which lasted for 

four days. As such it was possible to experience the event as a whole, witnessing 

a number of individual and organisational approaches to attendance, as well as 

the extent of the competition within the show. As exhibitors were provided with 
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event training by Craft Scotland, there was an opportunity to engage pro-actively 

with the cohort before the event, allowing for introduction to the researcher and 

the project, and to gather additional information that could inform interview 

questions for the NY NOW cohort. Using the time spent transcribing interviews 

and observational notes to familiarise them self with the data sets, the 

researcher conducted an initial open coding across all the data sets loosely 

informed by the developing themes of unconventional entrepreneurship (Cova 

and Guercini, 2016; Guercini and Cova, 2018). This was later supplemented by 

theory surrounding identity work (Brown, 2015; Caza et al., 2017) and 

entrepreneurial storytelling (Lounsbury and Glynn, 2001; Borghoff, 2018) – two 

strands identified via abductive Thematic Analysis that saw the researcher 

moving between the data and relevant literature in order to iteratively refine 

themes across codes (Dubois and Gadde, 2018). 

4.4. Ethics 
 

Ensuring ethical legitimacy of any research is vital to protect research 

participants (including the researcher), build and/or maintain a position of trust 

within the research context, and ensure research validity (Israel and Hay, 2006). 

This research project demanded that the ethical standards of the University of 

Dundee, the Scottish Graduate School for Arts and Humanities (SGSAH), and the 

Arts and Humanities Research Council (AHRC) be upheld. The pragmatic 

approach taken by the researcher meant the original ethical approval (see 

Appendix A1) had to be amended twice to accommodate an online survey (see 

Appendix B1) and in-depth follow up interviews (see Appendix C1). This had 

implications for the approach taken by the researcher when recruiting 
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participants, securing consent, creating methods for data capture, and managing 

the data.  

i. Voluntary participation  
 

The voluntary participation of respondents in the research is important. Many 

early participants were recruited for the research via attendance at craft events 

across Scotland and the rest of the UK. Often introductions were made via 

employees of the industry partner, Craft Scotland. The researcher embedding 

themselves in these environments was integral to securing the participants. 

However, early on in the process it became apparent that the relationship 

between the research project and Craft Scotland may prove problematic for the 

participation of respondents. Concern grew that practitioners partaking in craft 

events believed they were obligated to participate in the research. The potential 

for this confusion was addressed early on, ensuring all dialogue between the 

researcher and the participant was done privately. The voluntary nature of the 

participation was emphasised both via the participant information sheets, and 

verbally by the researcher. The result was many participants choosing not to 

partake, which – despite being a frustrating outcome - reassured the researcher 

that appropriate measures had been taken.  

ii. Informed consent 
 

Informed consent expects researchers to provide necessary information and 

assurances to participants, allowing them to understand any implications of their 

participation. In doing so, they can reach a fully informed decision about whether 

or not they wish to partake without any pressure or coercion (Saunders et al., 

2012). Information was initially given to participants verbally upon meeting. If 
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the participant showed interest, more detailed research information would be 

provided via email in the form of a PDF document (see Appendix A2, B2, C2), or 

in a physically printed document. In the case of online survey, such information 

was shared both via the original call out e-mail, a PDF document, and the 

opening pages of the survey website. The research was identified as low risk, 

however potential difficulties in anonymisation were discussed (see below). 

Ample time would be given to the participant to consider their involvement, in 

some cases several weeks. This had implications for the speed of the data 

collection, however, the researcher felt it was appropriate in order to ensure the 

comfort of the participant. Very few participants asked any questions about their 

participation, although some did enquire as to the likelihood of Craft Scotland 

employees seeing or hearing the transcript (mentioned above). Others wanted 

assurances around anonymisation (see below). Some wished to receive copies of 

the final thesis, which will be arranged upon final submission. Consent was then 

given via signing either a physical or virtual document. All physical documents 

were scanned and destroyed as soon as possible. 

iii. Privacy and anonymity of participants 
 

Privacy and anonymity of research participants is of a paramount importance. 

While the option of anonymity was offered to participants, it is necessary to 

underline that the deeply interconnected nature of the Scottish craft sector may 

potentially lead to the identification of the research participant, a project they 

have been included in, or the organisation that they have worked for/with. In an 

attempt to mitigate this, all qualitative data quoted in the research findings was 

anonymised, with any identifying elements removed (see Appendix C3 and D3), 
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for example, names, geographical locations, or regionally-located organisations. 

The only case where this is not the case is the interviews of Craft Scotland 

Directors Fiona Logue and Irene Kernan (see Appendix A4 and F), recognising 

that they are both identifiable as Directors of the organisation, as well as in a 

position of power where their commentary may have little repercussion for 

them.  Mention of craft development organisations has remained, as it pertains 

directly to the research imperative, and is less easily identifiable.  

There was some apprehension voiced by participants that experiences 

they shared with the researcher would be reported back to Craft Scotland, and 

negatively impact their relationship with the organisation. As such, all effort had 

to be made to underline the independent nature of the research, and to position 

Craft Scotland as a contributor, not as governor. These concerns were addressed 

directly when they arose. This also extended to concern regarding the willingness 

of the Craft Scotland team to be interviewed. Not wishing to place the staff 

members in a position that might compromise their current and future activities 

within a small and heavily connected sector, the decision was eventually made to 

focus upon interview of the Directors. Another concern was the requirement to 

submit all datasets to a data repository for storage for up to three years after the 

completion of the thesis. As craft is such a deeply personal practice, often 

respondents would share highly sensitive moments in their lives that had led 

them to, or impacted upon, their lived experience as a craft practitioner. In these 

circumstances, anonymising such moments was insufficient for protecting the 

participant, and so these small moments were edited entirely from the final 

transcripts. 
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iv. Data protection 

Data generated from the three studies was qualitative and quantitative in 

nature. Any observational notes were typed up as supporting documents. All 

interviews were audio recoded, and transcribed by the researcher, who is the 

only person to have had access to the information. Once transcription had taken 

place, and the research participant approved the transcript, the recordings were 

deleted. Data collected during the research were stored for the duration of the 

research on the University of Dundee’s virtual cloud storage, accessed via a 

password protected computer. Back-up copies of this data were held on an 

encrypted external hard drive. Contact information for the participants (e.g. 

phone numbers, email addresses) were stored in a password-protected 

spreadsheet. Contact of the participant was only made with previous approval 

(e.g. the voluntary inclusion of an email address as part of the online survey). The 

storage of all data was clearly communicated to respondents via the participant 

information sheet, with any questions or concerns addressed. All respondents 

were emailed a full transcript of the interview data to be included in the final 

data set. The participant had the opportunity to edit or remove any of their own 

responses. An interview transcript was not entered into the data set until the 

transcript had been approved by the respondent. All raw data were kept private, 

both from other participants and when reporting findings. Upon publication of 

the final research output, anonymised research data may be stored alongside 

other research records, and made accessible for future research needs for at 

least three years after the end of the funded project, in compliance with AHRC 
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guidelines. Taking these steps ensures the project adheres to the requirements 

of data protection rules in terms of data labelling, storage and security.  

4.5. Summary 

This methodological chapter has sought to outline the approach taken by the 

researcher in establishing and addressing the research questions. This saw the 

researcher using Real-World Research, informed by the dimensions of 

Interdisciplinarity, Pragmatism, and Grounded Theory. This multifaceted, 

adaptable, and iterative approach was adopted to accommodate the plurality of 

the research stakeholders as well as the live, ever-changing nature of the 

research context. As research located in the real world, the researcher had to 

adapt a flexible approach in order to allow for the change that is inevitable in 

every day practices.  

Considering the unique make-up of the doctoral project, as a 

collaborative endeavour with an applied research context, it has been possible to 

lay the road map for the continued research. Indeed, the resulting research 

design was something of a bricolage, drawing on several existing frameworks, 

theories, and standpoints in order to address the complex and multivariate 

nature of the research. Although the research design was that of case study, 

selected for its empirical nature and ability to address real-world exploration, it 

was an embedded model of case study. This particular approach demanded a 

succession of subunits of analysis. Each subunit addressed a sub-question of the 

research, collectively answering the original research question of how Craft 

Scotland enable the entrepreneurial development of craft practitioners in 

Scotland.    
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Multiple methods were employed to address these questions, including 

semi-structured interview, participatory observation, and survey as well as 

secondary, desk research and visualisation to enable sensemaking. The collected 

data were then analysed using Thematic Analysis, drawing on the processes of 

Grounded Theory and narrative analysis as necessary. Such a bricolage approach 

was employed in an attempt to encourage a new perspective on how we view 

entrepreneurship in craft, seeking to reframe the research problem through 

combining and recombing information to present something new (Wibberley, 

2017) when interpreting craft activity in Scotland. The result is a multi-

dimensional case study that seeks to represent the work of a single unit of study 

– Craft Scotland – and its operations and interactivity across the sector.  
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Chapter 5 : The Role of Craft Scotland in the Scottish Craft 

Sector 

 

While the focus of both academic and organisational research is often placed 

upon individual craft practitioners leading the development of individual 

entrepreneurial ventures (Yair, 2012; Jourdain, 2015), little is directed towards 

the craft development organisations that provide a scaffold of support for both 

individuals and other organisations operating in the industry (Munro, 2017). 

Addressing this gap, this chapter asks what is the role of Craft Scotland in the 

Scottish craft sector?  The purpose of this study was to explore the relationship 

between Craft Scotland and the wider Scottish craft sector, building a picture of 

the craft landscape in Scotland as a foundation for the further studies. Drawing 

on Thematic Analysis of observation of craft events, Craft Scotland Annual 

Reviews, and an interview with Craft Scotland Director, Fiona Logue, it is possible 

to gain understanding of Craft Scotland’s position in, and affiliation (Adner, 2017) 

with, the broader Scottish craft ecosystem.  

Organisations, along with individuals and institutions, are key actors that 

make up an entrepreneurial ecosystem (Mason and Brown, 2014), engaging in 

various interactions upon which the creation of these ecosystems rely (Alvedalen 

and Boschma, 2017). While a ‘one-size-fits-all’ approach to organisational 

assessment is considered unsuitable for such a contextual phenomenon (Brown 

and Mason, 2017), the interpretation of this study has drawn on Isenberg’s 

(2011) six vital domains, utilised in order to map the Scottish craft sector as an 

entrepreneurial ecosystem. Through this mapping, alongside the open coding of 

interview transcripts and secondary data sets, the study aims to externalise Craft 
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Scotland’s affiliation (Adner, 2017) with the broader Scottish craft sector, and the 

mechanisms the craft development organisation promotes amongst their 

Scottish craft community. By unveiling the distinctive character (Brown and 

Mason, 2017) of the Scottish craft ecosystem, the study contributes to a 

contextual understanding of common interactions, and strategic options for 

building valuable entrepreneurial health and resilience of the ecosystem and its 

actors.   

5.1. Findings 
 

Mapping the Scottish craft sector using the Isenberg (2011) six domains model 

was a starting point for the organising of observed actors (see Appendix A3). 

These actors were signposted via conversations with sector actors, inclusion in 

events, or they have been listed in documents or literature on the sector. A 

major insight from this mapping is that, while useful as a tool for the 

organisation and assessment of available resources in the craft sector as an 

entrepreneurial ecosystem, it tells us little of the relationships between these 

actors, or indeed the way actors move between domains. Indeed, analysis of 

subsequent data collection has been able to provide information that, in 

combination with the mapping, reveals much more about the fine balance that is 

demanded by an entrepreneurial ecosystem in order to build and maintain the 

relationships necessary for it to function. For example, the theme of leadership 

and accountability is recurrent over the five years of data sets, emerging as an 

explicit strategic activity (Craft Scotland, 2014) that manifests at many levels. 

This leadership and governance are considered to sit within the domain of policy 

(Isenberg, 2011). And yet, aspects of all that Craft Scotland does operationally 
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touch upon each of the domains, if not directly then indirectly via its 

collaborative activities. Such leadership is believed to work to ‘govern the 

performance’ (Shwetzer et al., 2019, p.4) of a sector’s ecosystem. This includes 

actions such as applying for funding (Finance), working to build craft networks 

(Markets), or the planning that goes in to establishing awards or mentorship 

schemes (Culture). However, many of these activities are in fact hidden 

processes (see Figure 5.1) – activities that occur without explicit knowledge or 

awareness of others in the sector. These interactions are rarely made visible or 

acknowledged by the wider sector. 

 

Figure 5.1. Map of the Scottish craft entrepreneurial ecosystem using Isenberg's (2011) six domains 
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Thus, understanding the influence of Craft Scotland upon the formation of the 

Scottish craft entrepreneurial ecosystem emerged as a key factor of this study. 

By platforming specific modes of operation and communicating expectations not 

just for craft practitioners, but also institutions and organisations within the 

sector, Craft Scotland offers guidance that defines its position of seniority, and 

contributes to the ‘cultural attributes’ (Spigel, 2017, p.52) of the sector’s 

entrepreneurial ecosystem, proffering individual examples of craft 

entrepreneurship.  

Following the research design’s approach to sensemaking drawing on 

constant comparison (see Chapter 4.2.4), the researcher moved between the 

Isenberg mapping and the themes that emerged through analysis of Annual 

Review documents and interview with Fiona Logue. This analysis of themes 

produced a thematic map (see Figure 5.2), that enabled further sensemaking. 

 

Figure 5.2. Thematic map from analysis of research themes 
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 Through this process, it was possible to refine these themes in order to 

understand Craft Scotland’s integral role in the craft sector: (1) building 

connections across the sector; (2) setting standards of practice for the sector; 

and (3) challenging understanding, knowledge, and practice (see Table 5.1).   

Table 5.1. Findings on the role of Craft Scotland In the craft sector 

Themes (Craft Scotland 
role in sector) 

Sub-Themes (How Craft Scotland influences; builds 
connections; what it promotes) 

1. Connecting Across the 

Sector 

1. Geographical spacing 

2. Collaboration 

3. Struggle to engage the community 

4. Hidden processes 

2. Setting Standards of 

Practice for the Sector 

5. Flexible approaches to working 

6. Expectations for practice 

7. Role models 

3. Challenging Knowledge, 

Understanding, and 

Practice in Craft 

8. Subverting preconceptions of Scottish craft 

9. Encouraging research and exploration 

10. Wanting more from the craft community 

11. Breaking away from the economic 

 

Eleven subthemes, sitting within these three main themes, further elaborate 

upon Craft Scotland’s influence on the sector, how the organisation builds 

connections, and forms of practice it promotes. These actions - taking place 

between Craft Scotland and any number of potential collaborators included on 

the Isenberg map (and some not listed) regularly place Craft Scotland in the role 

of legitimiser, platforming what it deems to be exemplary performance via its 

Annual Review documents. The craft development organisation faces a number 

of obstacles while seeking to perform these roles (see Table 5.2). It navigates 

these obstacles with varying levels of success, elaborated on below in discussion 

of the themes and subthemes. 
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Table 5.2. Craft sector issues identified in study 

Identified Obstacles Examples 
Reaching geographically 

spaced craft practitioners. 

Programmes of support are regularly clustered around 

the central belt, or cities (see Appendix A3) 

Adapting to variation in 

craft practitioner’s 

goals/values. 

Hosting regional events to connect with practitioners 

demands awareness of nuances of the region; promoting 

irrelevant resources alienates distant communities 

further.  

Engaging practitioners in 

potential opportunity. 

Encouraging craft practitioner participation in 

opportunities hosted by Craft Scotland can be 

challenging – often existing contacts most be directly 

approached by the organisation, creating ‘echo chamber’ 

of participants. 

Unseen process of 

managing ecosystem 

relationships. 

Potential opportunities must be selected by Craft 

Scotland, demanding significant labour to diplomatically 

manage relationships in the ecosystem. 

Lack of craft practitioner 

confidence to self-select.  

Craft practitioners perceived lack of confidence in 

abilities frames them as unwilling to challenge status quo 

and innovate in forms of entrepreneurial practice.  

 

What emerges from the thematic analysis of Craft Scotland Annual Reviews and 

interview with Fiona Logue is how valuable collaboration and connectivity is for 

Craft Scotland when enacting all of these activities, as it is constantly returned to 

as a mechanism for solving these problems. This underpins the essential role of 

Craft Scotland as craft sector conduit, working to promote craft partnerships that 

contribute to the health and wealth of the ecosystem. Fiona Logue – then 

Director of Craft Scotland - uses the analogy of a puzzle, or jigsaw, to describe 

the sector. This analogy, deeply resonant of that of an entrepreneurial 

ecosystem, is demonstrative of the interdependent environment in which craft is 

enacted. 

5.1.1. Connecting Across the Sector 

 

As demonstrated via the organisation of sector actors and resources via the 

Isenberg map (see Figure 5.1 and Appendix A3), the Scottish craft sector is a vast 
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and not always tangible space. As the self-appointed central piece in the puzzle 

of the Scottish craft sector, Craft Scotland must promote, as well as manage, the 

development of connectivity across the sector. The organisation promotes 

collaborative processes as a valuable tool, its use growing in prevalence over the 

years (see Appendix A3). While lending a robustness, and prestige, to the 

organisation via connection to a number of high-level projects, collaboration is 

seen as enabling greater recognition of the multiplicity of practice in the sector. 

Indeed, Logue states that partnerships that introduce new resources and ways of 

working enhance the organisation’s ability to connect with a wider variety of 

craft practice. This allows for greater communication, as Craft Scotland uses the 

resulting networks to build its understanding of the sector’s needs and concerns. 

The networks built through collaboration and partnership are also used by the 

organisation to communicate its own initiatives.  

However, a question remains over the extent to which the use of 

collaboration as a communicative tool is a viable choice, as it holds potential for 

embedding the organisation and its networks in an echo chamber of sorts. Logue 

reports that many opportunities for craft practitioners to engage with Craft 

Scotland receive a low response rate, demanding the organisation take 

affirmative action to enlist participants, creating a kind of confirmation bias. This 

struggle to engage with the sector more fully has implications for true 

recognition of sector needs. Many of these processes are hidden, potentially 

exacerbating estrangement for some actors who fail to feel involved. Equally, 

Craft Scotland may become exhausted by dealing with uncooperative colleagues. 

Indeed, management of the relationships not (yet) incorporated into 
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collaborative projects still demands a level of criticality that can assess an 

opportunity’s potential, while also maintaining relationships that may be 

valuable for the future.  

i. Geographical Spacing 
 

As a starting point for the study, the researcher invested time embedding 

themselves in the Scottish craft sector, attending craft events and exhibitions, 

meeting with individuals within the sector. This early exploratory activity enabled 

a sector awareness that, coupled with desk-based research, contributed to an 

on-going visual mapping that placed examples of craft development support on a 

map (see Appendix A3). Some were dedicated craft development organisations, 

while others included craft enterprise within their developmental remit. Some 

were physical spaces that offered tangible tools or assets to be used by sector 

actors, while other were less tangible existing virtually, or creating temporal 

projects in collaboration with others. All were discussed or accessed by actors 

with whom the researcher came into contact. The original mapping, which took 

place in 2018, demonstrated an issue rife within the development of small 

business across Scotland (Scottish Government, 2015) – the density of provision 

in the Central Belt of Scotland.  

Indeed, the issue of isolationism is noted regularly by Craft Scotland 

(2017b), stating that events such as the bi-annual conference provide 

opportunity to tackle this via networking and knowledge exchange. However, the 

event itself has always taken place in the Central Belt cities of Edinburgh and 

Glasgow. While accessible via transport links, the staging of such a large event 

fails to take on board the multitude of other issues prevalent in the isolation of 
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makers. Childcare, finances, part-time working, and loss of making time are all 

obstacles common in the ability of an individual to connect fully with available 

networks. However, testimony from one event participant suggests Craft 

Scotland does much to mitigate issues of access: 

“For a business based in a remote location, where exhibition/trade 

events are logistically extremely difficult, Craft Scotland has made 

exhibiting at (Scotland: Craft and Design) really very accessible.” 

 

Offering practical advice on issues such as travel, organising collection and 

delivery of products, as well as absorbing some of the more time-consuming 

elements of negotiating space in the event removes some of the burden for 

those who might otherwise be less able to partake in opportunity. 

An opportunity made apparent via the Isenberg map is the robust 

networks of human capital positioned across the nation in the form of 

educational establishments, museums and galleries, and studios and residency 

space. While efforts have been made by the organisation to reach out and 

connect with varied communities that exist beyond the organisation’s networks, 

it has not always been successful. Describing a schedule of five roadshows 

designed to help Craft Scotland connect with under engaged practitioners, Fiona 

Logue shares how the organisation focussed too much on its own achievements 

and not enough on the needs of the practitioners: 

“It was the first time [the attendees] heard anything about us. And on 

reflection we probably put them off because we were like ‘raah raah 

raah we’re off to SOFA Chicago’ and […] what they wanted to hear 

was ‘here’s the resources we’ve got that you can all access, here’s the 

training programmes we’re running that you can come to, and there 

is lots of information about workshops on the website’. So, we should 

have started from the bottom up rather than the top down”. 
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This demonstrates the need for fine balance when communicating across groups 

of craft practitioners. Craft Scotland, and the other organisations and resources it 

connects with in the ecosystem, provide gateways of access to those on the 

fringes of the ecosystem. Existing at different stages of their career, in different 

regions, and with personal goals for development, it is possible to further isolate 

practitioners if the organisation cannot successfully communicate the most 

appropriate offer for this underserved audience and allow them access. Thus, 

making better use of the human capital that exists within the ecosystem could be 

beneficial when tailoring programmes of engagement, encouraging access to the 

ecosystem. 

ii. Collaboration  
 

Craft Scotland uses the Annual Review as an opportunity to communicate its key 

collaborative projects, as well as actively encourage this style of working through 

its own position as a sector leader. The collaborations the organisation enters 

into with partners emerged as a valuable tool for Craft Scotland, seemingly 

growing in centrality over the years. Year-on-year mapping of Craft Scotland’s 

publicised partnerships demonstrates the growing complexity of the 

collaborations taking place (see Appendix A3). These collaborative acts rank 

highly when it comes to advocacy for Scottish craft, deemed ‘crucial in 

promoting the position of craft in Scotland within and beyond our own borders’ 

(Craft Scotland, 2016, p.1), indicating the activity’s necessity in establishing an 

international reputation. Using the analogy of a puzzle, Logue discusses how the 

sector demands a variety of activity in order for it to exist: 
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“There’s so much to be done, there’s so many people all need to work 

together to really make the sector strong, but they need to happen in 

different ways: small projects, galleries, local authorities, and I 

positioned Craft Scotland in the middle, but we wouldn’t exist without 

everything else.” 

 

This perspective recognises that it is not just about what the organisation 

can achieve 

through its own collaboration, but how it can encourage other key activities 

to occur. 

A collaborative approach to working is heavily promoted amongst the 

craft community. One testimony in the Annual Review 2015/2016 sees a 

conference attendee describing their learning experience at the event as 

positive for their future strategic planning, stating: 

“I went away feeling inspired and informed, and it has given me the 

impetus to start planning for future collaborative work.” 

 

Collaboration also serves as a sector conduit; a process that allows for the 

matching of makers with partners and the commissioning of new projects as a 

result. Here, Craft Scotland uses collaboration as a mechanism for the promotion 

of craft as a tool for connection that can be used by other organisations in the 

ecosystem. For example, one testimony from Burgh Hall in the Annual Review 

2014/15 states: 

“Meet Your Maker has been a fantastic spark for the Burgh Hall to 

engage with local makers over the past two years. It has now become 

embedded within the Burgh Hall planning and thinking processes with 

volunteers and staff looking for future makers to engage and 

showcase their work through this event.” 

 

By the active demonstration of the value that craft practitioners can offer a 

partner organisation via events, Craft Scotland encourages other similar 
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organisations to include craft practitioners when planning programming, and 

create more opportunity. In doing so, the career pathways for makers are 

broadened.  

The organisation still must manage the expectations of those it partners 

with, and this is seen in one testimony included in the Annual Review 2014/2015. 

In it, a practitioner emphasises the intangible, and often immeasurable, benefits 

of collaboration: 

“It can be hard to quantify how useful networking can be. Sometimes 

things can take a while to percolate through the system, but I have 

made some very useful connections in the last couple of years and 

become aware of a market niche. I have developed a product (range 

of ceramics) that is very well received and has taken my business into 

a new level of profitability and stability. I have learnt so many new 

skills while feeling incredibly supported by Craft Scotland.” 

 

This sends a message to a potential collaborator that a variety of dimensions 

must be recognised when working in this way. Results are not instantaneous, or 

even visible, making short-term benefits difficult to identify.  

iii. Struggle to Engage the Community 
 

Despite a host of initiatives to build up connections across the sector in a number 

of directions, there is a reported struggle to engage with the craft community as 

well as would be desired. Although the Annual Review 2015/2016 speaks of the 

‘energy’ found in the craft sector (Craft Scotland, 2016a, p.2), Logue alludes to a 

‘lethargy’ in practitioners taking up opportunity: 

“It’s not for the want of trying that we talk to people […] We put a call 

out for people to come forward to join [the Advisory Group], and it 

didn't work. So, then I found I just went out and invited people, and 

the personal approach made a difference.” 
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This practice inevitably has implications for how the pool of people who are 

approached directly to partake in such opportunities are perceived. While those 

approached feel flattered to be approached directly, Logue discusses how the 

organisation has been criticised previously for always working with the same 

people. The result is accusations of favouritism on the part of the organisation, 

and feelings of rejection for those who believe they have not been welcomed 

into the network: 

“I wouldn’t be surprised to hear the wider sector say ‘[Craft Scotland] 

don’t do anything for us’, because I know there’s a body of voice that 

can feel disenfranchised, and it is our constant job to engage with 

them.” 

 

Logue goes on to highlight the use of collaboration, and the resulting networks, 

as a tool for communication. Certainly, the organisation learns much about the 

sector through its collaborative projects, using one-to-one feedback from craft 

practitioners as well as insight from partner organisations to make decisions 

about their projects and programmes. However, also alluded to is the reliance on 

sector ‘buzz’ to communicate opportunity to actors in the sector. The use of 

networks in this way, places limitations upon the visibility for opportunity, 

particularly when the networks being created rely heavily upon pre-existing 

relationships.  

iv. Hidden Processes 
 

While the many public partnerships documented in the Annual Reviews highlight 

the visible exchanges that occur between Craft Scotland and actors in the 

ecosystem, there are many processes that are hidden yet valuable. Much like the 

interactions that remain unseen on the Isenberg map, these hidden processes 
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help maintain the position of Craft Scotland. A number of failed relationships 

became apparent during the interview conducted with Fiona Logue, such as the 

open call for the organisation’s Advisory Group, and the development of a ‘Craft 

Bench’ – a space for exchange between craft development organisations such as 

the Scottish Potter Association. It is these relationships that allow for the 

connection and partnerships that occur as a part of an entrepreneurial 

ecosystem – invisible links that bring the ecosystem together. Stating that Craft 

Scotland did not ‘embrace those societies enough, [so] there is probably a 

disconnect’ between these organisations, Logue disclosed the difficulty in 

eliciting communication between such actors. This limits the ecosystem’s ability 

to share knowledge, develop collaborative projects, and platform the work of 

each other, yet is an issue rarely addressed publicly for fear of weakening the ties 

of the sector. 

 Many collaborative projects seemingly do not come to light as they are 

deemed unsuitable for the sector, as detailed in this quote from the interview 

with Fiona Logue:  

“I’ve just turned down an invitation to go to Catalan, invitations to 

Germany. The question would be ‘why?’. Apart from being flattered 

that people think the exhibitions are great – it would probably benefit 

them more than our makers.”  

 

These relationships demand criticality from the organisation regarding the 

value of possible collaborative projects – a process rarely ever seen. 

Management of such potential projects requires reflexivity and diplomacy, 

as such interactions may have implications for important relationships as 

the organisation and the sector moves forward.  However, this criticality is 
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essential if Craft Scotland can ‘deliver the best results for makers’. Equally, 

the constant labour involved in managing these relationships – hidden or 

otherwise – can be exhausting for the organisation, and as such a major 

drain on time and resources that goes unrecognised by others in the sector. 

5.1.2. Setting Standards of Practice for the Sector 

 

Craft Scotland is described by Logue as occupying a ‘unique position’, as both a 

public body accepting funding from Creative Scotland, but also as a business that 

produces craft events that generates income by charging application fees and 

taking commission from sales. In this dual role, the organisation can mediate 

between the two worlds. This equips Craft Scotland with a flexibility, enabling it 

to reach into unexpected domains and influence both public and private 

practice. This position, however, demands a careful balance when handling the 

external pressures that are placed upon the organisation’s programming, such as 

justifying funding it receives from Creative Scotland, or demonstrating careful 

selection of programming that is reflective of appropriate markets to 

collaborative partners. These competing pressures link directly to the balance of 

the ecosystem as it is shown in the Isenberg map. The result of such pressure is 

seen in the evolution of the Annual Reviews, which become progressively more 

formalised when detailing the outcomes of projects.  

The continued formalising of Craft Scotland lends the organisation a 

legitimacy and demonstrates the organisation’s desire to reach high goals, while 

also setting a high standard for other organisations within the ecosystem to live 

up to. However, the organisation approaches this formalising of sector practice 

with some flexibility, making room for variety in practitioner and organisational 
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ways of working, and continuing to contribute new ideas to the ecosystem 

culture. Craft Scotland uses this space to promote best practice, often making 

judgements on quality, putting it in a position of power when shaping the 

presentation of Scottish craft practice. Although there is recognition for a lack of 

project funding available for new projects, the organisation does lead on a 

number of major projects where it exhibits a significant level of control. This 

control is very rarely relinquished, limiting opportunity for other sector actors to 

adopt a more autonomous approach to the creation and management of 

projects. Instead, ‘successful’ craft practitioners are platformed as role models, 

providing inspiration for budding practitioners.    

i. Flexible Approaches to Working 
 

The craft sector is seen as massively varied, presenting a challenge for a single 

organisation like Craft Scotland to manage a programme of projects that address 

all needs. Thus, collaboration is employed to allow for flexible approaches to 

working that enable a variety of craft practice, and accommodate differentiation 

between organisations as possible partners. As Logue states: 

“Out of a very small sector, it is not a homogenous sector at all, 

there’s so many different types of practice, and with a very small 

budget and with a very small resource of team, we have to try and 

support those that want to do trade, those that want to do 

international exhibiting, those that just want a push to go and do 

what they are doing. People who want to engage with communities 

and run workshops, there’s all sorts of different things, and that’s 

where you ask, how do you make your judgements and pull your 

programme together?” 

 

Thus, the organisation must set priorities for what it is  able to do as an 

organisation. However, if Craft Scotland’s collaborative activities can promote 

best practice within the craft sector, or, even better, encourage another 
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organisation to act of its own volition, then progress can be made. An example of 

this may be the MAKE MANIFESTO project. Initiated by a number of partners in 

2016, including Craft Scotland, the project is currently run by the curatorial 

collective PANEL, and seeks to share craft practitioner narratives in order to 

illuminate standards of practice. While not a direct component of the Craft 

Scotland programme, it is an example that demonstrates how the organisation 

contributes significantly to the culture of the Scottish craft entrepreneurial 

ecosystem through the support and promotion of such a project.  

Alongside its own projects, Craft Scotland actively promotes the craft 

events of other organisations, for example the exhibitions of the Dovecot Studios 

in Edinburgh. This demands a level of embeddedness on the part of Craft 

Scotland, taking on a role of central hub for craft. The organisation 

operationalises this via the creation of a virtual ‘Maker Community’, as detailed 

in the Annual Review of 2017/18: 

“The Maker Community saves makers’ time by housing the 

information they may need to grow their craft business in one place. 

The Opportunities, Organisations to Know and Resources sections list 

craft shows, funders, training and up-to-date craft research. Content 

is submitted for free by makers/organisations and frequently 

uploaded by the team. A selection of opportunities is available in a 

tailored monthly newsletter for makers.” 

 

Again, Craft Scotland is placed in a position of gatekeeper of resources, 

wielding significant power. This is a power dynamic experienced not just by 

craft practitioners, but other organisations or institutions in the ecosystem, 

which must acquire approval in order to access the audience of Craft 

Scotland and contribute content to the carefully cultivated culture of the 

ecosystem.  
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ii. Expectations for Practice 
 

Through this role as gatekeeper, Craft Scotland sets expectations for the 

performance of others in the craft ecosystem. Reflecting what its team believes 

to be ‘best’ for the sector, constant judgements on quality are being made 

through the curation of the organisation’s exhibitions, directories, newsletters 

and social media. Changes to the processes through which these artefacts are 

created are made manifest in the Annual Review documents, which are physical 

manifestations of the changing aesthetics of the organisation and the sector 

more widely. The Craft Maker Directory is an example of how this is 

operationalised, which Logue discusses as a significant step in the organisation 

taking control of how craft in Scotland is presented: 

“[originally] you could have space on the directory for free [but now] 

a lot of the members of the Scottish Potters Association, their work 

might not be accepted now for the directory, on the basis of quality 

judgement [ …] when I think about what was on there, profiles with 

no images, out of date contact info, you couldn’t contact the people 

listed. What does that say to the outside world? We weren’t doing 

the craft sector any justice by promoting that. And I think now, by 

being selective and charging, it means if you go on to the website and 

the directory, there’s makers you can contact on there and images of 

quality, and you can find a really good example of Scottish craft.” 

 

Through promotion of specific ways of communicating craft practice, Craft 

Scotland exerts significant influence over the aesthetic and operational process 

related to the promotion of quality craft. This, in turn, may influence 

expectations for practice more widely in the craft sector.  What is not 

decipherable, however, is the extent to which Craft Scotland’s role as leader is 

genuinely acknowledged throughout the Scottish craft entrepreneurial 
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ecosystem, and, therefore, what weight the organisation’s endorsement might 

bear. 

A developing theme in the archival documents is the emergence of high-end 

partnerships, and a drive to promote craft as a luxury commodity via the 

strategic development of such markets. The issue of value in craft, which is 

bound to a social understanding of materiality, labour, and the context and 

mode of production, is cause for consternation (Banks, 2010). It was an issue 

regularly raised by attendees to Craft Scotland events – ‘how do I convince 

people to invest in my products?’- compounded by the availability of mass-

produced copies available in high street stores. This issue limits a craft 

practitioner’s ability to successfully position themselves in a competitive market. 

Craft Scotland’s drive to promote high quality craft, to a discerning and knowing 

audience of collectors and industry professionals, is seen in the attendance of 

high-end events such as COLLECT at the Saatchi Gallery. Makers are encouraged 

to exhibit ‘ambitious’ collections, challenging technique and scale, often 

requiring greater investment in both labour and finance. This can be framed as 

an excellent developmental opportunity for both an individual practitioner, and 

the broader Scottish craft sector – one maker is quoted as having to ‘dig deep 

and make the strong, confident work’ (Craft Scotland, 2015, p.3), acknowledging 

that this extra push brings ‘prestige and exposure’ that ‘will force new and 

exciting dimensions to be realised’ (ibid.), reinvesting their experience of 

applying ambition as well as innovation to encourage craft practitioners to 

reimagine and take action to develop their own career pathways (Mason and 

Brown, 2014). Such encouragement of new forms of creative production from 
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existing producers allows those producers selected to take on the role of 

‘pioneer entrepreneur’ (Khaire, 2017, p.131), where the definition of a Scottish 

maker is constantly renegotiated both within and outside of the Scottish craft 

entrepreneurial ecosystem.  

Inevitably, this action has potential to contribute considerably to the 

available markets and human capital within the ecosystem, as well as the cultural 

aspect that is built through the positioning of exhibitors as role models. The 

flipside of this action is the limitations it places upon both audiences and 

producers: craft products become attainable only to the wealthy, paradoxically 

limiting available markets; craft practitioners lack the resources necessary to 

enter into the limited marketplace. In promoting such a marketplace, the 

organisation risks diversity of practitioners, favouring those established, 

operating in a high-end context, or privileged enough to afford costs associated 

with creating far more ambitious collections. This contradicts the organisation’s 

goals of building a diverse sector. Instead, Craft Scotland adopts a new role in the 

Scottish craft entrepreneurial ecosystem, offering brokerage and access to high-

end, high yield opportunities, that might otherwise be unattainable.  

iii. Role Models 
 

Role models are believed to be key to entrepreneurial development (Bosma et 

al., 2011), and play a crucial role in the development of the unique culture of an 

entrepreneurial ecosystem (Isenberg, 2011). The earlier reviews from Craft 

Scotland focus on building the organisation’s own legitimacy as a reasonably new 

entrant to the sector. Setting out a vision for the sector, the organisation relies 

on the testimony of known partners to communicate the value of the 
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organisation’s activities to the craft sector. However, a shift in the use of 

testimony in the documents sees the legitimising power now held by Craft 

Scotland used to promote the operations of organisational partners and the 

practitioners Craft Scotland have worked with throughout the year.  

The Annual Review 2017/2018 states that the stories of successful craft 

practitioners are used to ‘encourage makers to be ambitious’ (Craft Scotland, 

2018a, p.8). It is no longer Craft Scotland seeking to be illuminated, but rather 

shining its own spotlight on to other actors in the ecosystem through the use of 

value-creating discourse (Khaire, 2017), suggesting the organisation’s role of 

leader has been acknowledged. An example of this is the use of established craft 

practitioners as mentors, encouraging actors in the craft sector to learn from 

each other. The Annual Review 2015/16 states that Craft Scotland invested in the 

training of 28 craft practitioners as mentors ‘so they’re ready to support the next 

generation of makers’ (Craft Scotland, 2016a, p.4). This sees the organisation 

sharing responsibility for future sector development with actors in the 

ecosystem, and actively creating valuable networks. One mentee quoted by Craft 

Scotland in the Annual Review states: 

“[the mentor] was lovely, she was very patient and explained the 

process in a way we could all understand. She was also happy to 

answer any questions we had. I was most interested in learning how 

she had developed her business and what she had done to get to 

where she is now creatively and professionally.” 

 

By promoting the work of collaborative partners as role models, Craft Scotland 

endorses particular operational pathways and forms of practice. This contributes 

to the setting of sector standards for others actors in the ecosystem. This 

championing of success stories in turn encourages new forms of craft 



 225 

participation, while promoting investment in resources deemed necessary for 

success (Lounsbury and Glynn, 2005; Spigel, 2017). However, this communicative 

activity is not necessarily seen in this light by the organisation, but instead 

framed as a process purely for the benefit of a craft practitioner as participant 

and as audience. One practitioner is quoted by Craft Scotland in an Annual 

Review as stating: 

“Talking about different craft practices, a lot of the blogs and stories 

on the individual makers is helping support them and their practice, 

it’s not helping anything we are doing, it’s about the wider 

community of what craft might entail, rather than a very narrow 

view.” 

 

The mapping of actors mentioned in Annual Review documents (see Appendix 

A3) sees year-on-year increase in the naming of successful craft practitioners, 

offering glimpses into the experiences and working practices of individuals 

considered a ‘vital narrative’ (Mason and Brown, 2014, p.9) in encouraging a 

variety of entrepreneurial activities. 

5.1.3. Challenging Knowledge, Understanding, and Practice in Craft 

 

The description of Craft Scotland as a ‘highly progressive organisation’ (Craft 

Scotland, 2017a, p.2) alludes to the organisation’s role in challenging perceptions 

of craft in Scotland. It does this through the inclusion of new industry in the craft 

sector, challenging popular understanding of what craft is, and providing space 

for practitioners to challenge their ways of working. This includes engaging the 

craft community in decision making when it comes to programming and events. 

By encouraging the use of, and development of, research in the sector, the 

organisation seeks to contest national stereotypes in order to represent an 

innovative profile. However, the challenges are reasonably gentle, as a number 
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of the organisation’s activities replicate the status quo of creative work, including 

certain expectations or free, or undervalued, labour of practitioners. While the 

dual poles of the economic and the creative are wielded, there are signs that the 

organisation struggles to combine the two, perhaps inadvertently ‘othering’ 

entrepreneurial practice, rather than incorporating it into craft practice.  

i. Subverting Preconceptions of Scottish Craft 
 

Building a strong legacy for craft in Scotland is stated as an aim of Craft Scotland 

(2016a, p.3), with the promise of ‘championing diverse and high-quality 

contemporary craft’ as a key objective in realising the aim. Again, this highlights 

the value of human capital for Craft Scotland and its position in the ecosystem, 

as it looks to the innovative processes emerging from research and practice, or 

the importance of public spaces such as museums and galleries as a vehicle for 

documenting and exhibiting new knowledge. Indeed, Logue discusses the 

tendency for practitioners in Scotland to be early adopters of technological 

innovation in their practice. Through such advocacy for contemporary Scottish 

craft, the organisation seeks to subvert the stereotype of traditional craft 

practice. The organisation works to do this through its programme of exhibitions, 

held in collaboration with a number of public institutions. As one exhibiting 

participant quoted by Craft Scotland in an Annual Review discloses: 

“I loved watching people enjoying the space and the work and then 

looking up to realise it was the Scotland stand and having a wee re-

evaluate.” 

 

The potential for this re-evaluation is clearly important to the organisation. 

Exposing audiences to such high quality contemporary craft promotes new 

understanding of the work being done within the craft sector today.  
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By incorporating different elements of the ecosystem, such activity can also 

challenge craft practitioners to think about their own work differently. After 

participating in an event designed to introduce craft practitioners to the tourism 

market that can be accessed via public museums, galleries, and heritage sites, 

one maker stated:  

“Firstly, this made me quantify exactly what I had to offer, to see the 

benefits and specialities and turn that into a package that the industry 

can access. Even the idea that the industry was looking for this type of 

product was new to me.” 

 

By enabling this exchange between a group of makers and a new market, Craft 

Scotland as intermediary was able to augment not just the way craft is 

represented within the domain of tourism, but also the understanding the 

participating craft practitioners’ had of their positioning within the market 

generally. It became possible for them to see themselves within a new domain. 

Making these links across the sector, and drawing in new industry, Craft Scotland 

seeks to extend its reach (Craft Scotland, 2015) as well as the reach of craft in 

Scotland, in turn accumulating greater impact and influence.  

Innovation within a sector is often linked to the inclusion of new industry. 

Connections outside both the industry and its region are considered ‘critical for 

importing novel knowledge’ (Spigel, 2017, p.53). Despite promoting varied 

models of practice for the sector, few examples of non-craft partnerships are 

platformed. The development of Craft Tourism, inclusion at the Edinburgh 

International Book Festival, and attendance at London Design Fair are three 

obvious cross-industry projects. This suggests sector innovation rarely occurs 

outside of the parameters of the creative industries. However, non-craft 
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organisations have been welcomed into the sector to enable projects: Scottish 

Enterprise, Business Gateway, and the Department of Trade and Industry are just 

some of the organisations enlisted to provide funding and resources. Through 

this inclusion of business development organisations, Craft Scotland is 

normalising business and entrepreneurial operations that could encourage a shift 

in the sector’s cultural understanding (Spigel, 2017) of their role as businesses. 

However, this cultural shift can work both ways, not just augmenting how the 

craft sector understands business, but how business-oriented organisations 

understand the needs of the craft sector. This was something witnessed during 

observation of a finance and funding workshop hosted by Craft Scotland in April 

2019 (see Chapter 4.2.3). While accountancy firms leading the session had 

experience of working with creative businesses, there were still assumptions 

made that (1) those attending had accountants, and (2) that those attending saw 

growth through employing others as a goal. Further discussion between the 

workshop organisers and the group revealed that, in fact, neither of these were 

true for any of the thirteen people at the workshop. They did, however, aspire to 

be fiscally competent - knowledge that was accessible through the collaborative 

workshop hosted by Craft Scotland. 

ii. Encouraging Research and Exploration 
 

A rise in the prevalence of research can be seen in the Annual Review 

documents, as the approach taken by the organisation in making decisions and 

building partnerships becomes more formalised. Craft Scotland has launched its 

own annual tracking study with significant insights into the Scottish craft sector 

for the first time (Craft Scotland, 2017b), the organisation uses events to spark 
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further externally-led research of benefit to the sector, and research starts to be 

referenced when making statements. This enabling of the development of 

knowledge demonstrates the organisation’s quest for greater understanding and 

the use of knowledge to inform its activities. A major contributor to the 

knowledge of the organisation is of course the participants in events and 

projects. The feedback gathered from participants in events is a major influence 

in Craft Scotland’s decision making. Indeed, the involvement of craft 

practitioners in decision making can be seen, for example, in establishing ‘Go and 

See’ trips, where Craft Scotland takes a small group of practitioners to visit major 

exhibitions and trade shows. By funding such expeditions, practitioners involved 

are able to see for themselves if the event in question is appropriate for inclusion 

in the Craft Scotland programme.   

The Annual Review 2014/2015 included the testimony of a practitioner 

who had been included in a ‘Go and See’ trip to NY NOW in New York City, 

describing the opportunity as: 

“... absolutely invaluable to me and my business. [Craft Scotland] put 

so much hard work in and it really didn’t go unnoticed. There’s no 

way start-up companies like mine could have afforded to go and have 

this experience so early on. I’ve learnt a huge amount and the 

outcome of the trip has been really positive.” 

 

The significance Craft Scotland placed upon the experiences of an individual is 

clearly extremely valuable to this practitioner. As a result of this visit, Craft 

Scotland did indeed take a cohort of craft practitioners to exhibit at NY NOW in 

2019 (See Chapter 7).  

 However, the obstacle of craft practitioners lacking confidence in seizing 

opportunities offered by the organisation prevails. While the struggle to engage 



 230 

the craft community has been touched upon (see Chapter 5.1.1.), this issue of 

confidence has implications for the sector’s willingness to explore new 

possibilities. Indeed, Logue details situations where a failed open call instead led 

to the organisation approaching practitioners directly: 

“The personal approach made a difference, I would say ‘I would love 

it if you could come and join us on it’ and then the answer was ‘Oh! 

Thanks very much, I've been invited to it!’ rather than them just 

responding to a broad call, so I think that that may have to be one to 

one conversation and calls. That's possibly where we get accused of 

working with the same group of people, because the ones that put 

themselves forward are always the same ones.” 

 

Expecting a willingness to explore and recognise new potential demands a level 

of autonomy from craft practitioners that they may not feel comfortable with. 

The decision to then begin approaching known practitioners directly further 

compounds the problem, as Logue states. This risks further ostracising those 

practitioners who lack the confidence to apply, establishing a belief in under-

engaged practitioners that they are unsuited to the programmes of the 

organisation. 

iii. Wanting More from the Craft Community 
 

Some statements made during interview with Logue suggest a frustration at a 

lack of action from individuals in the craft community in order to work more 

collectively, or in unique ways. Comparing the craft sector to other creative 

practices, Logue notes the level of activity seen in the visual arts: 

“The other thing that I see a lot in visual arts that you don’t see in 

craft is people coming together, and maybe it’s more visual arts 

because they are more connected with galleries, but you’ve got 

places like Transmission gallery and Collective gallery, where artists 

have come together saying ‘we want a place to exhibit our work!’ and 

they get together and they do it.” 
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The examples offered here – Transmission gallery and Collective gallery – are 

both Artist Run Initiatives (ARIs), rife with their own unique issues of uncertainty, 

inequality, and devalued labour (Coffield, 2015). However, Logue sees potential 

in such a format for craft, if practitioners were more able to mobilise collectively. 

A prevailing lack of funding is identified as a major obstacle for this, as well as a 

perceived lack of an innovative mindset. 

“...just to do what [craft practitioners] are doing day in day out, they 

maybe wouldn’t get funding for that, so it’s about having the initiative 

to up their game and do something out with the norm, that would 

help get them money. Mostly what they want to do is exhibit their 

work, and a huge problem is the lack of good places to exhibit craft 

work in Scotland.” 

 

Indeed, the events offered by Craft Scotland are presented as offering craft 

practitioners space to challenge the way they work, for example, when 

participating in an international exhibition. The Annual Review 2014/15 tells us 

that ‘Exhibiting at SOFA is the time to dig deep and make the strong, confident 

work’ (Craft Scotland, 2015, p.5), while Craft Scotland states it ‘encouraged the 

makers to be ambitious in the work they presented at [COLLECT] the 

international art fair for contemporary objects, organised by the Crafts Council’ 

(Craft Scotland, 2018a, p.7). In order to make an impression at these major 

international selling events, the organisation informs us craft practitioners must 

challenge their creative practice. And yet, doing so can go on to provide multiple 

kinds of reward that might not be immediately obvious. One testimony from a 

craft practitioner featured in an Annual Review details their positive outcomes 

when partaking in a tradeshow: 

“The show has benefitted my business in several ways: 1. I gained 

several new stockists, including exclusive galleries and boutiques. 2. I 
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was honoured to win Best Product Award in Clothing and Textiles. 

This attracted buyers and continues to support promotion. 3. Another 

immediate result has been the enhancement of my own skills and 

expertise. I’ve learnt much in a short time – from product display and 

stand dressing to talking to buyers and representing my business. 4. 

Also of great value was information received from buyers. I gained an 

insight into their priorities, and their feedback informs my work. 5. 

I’ve also learnt the importance of face-to-face marketing - just getting 

a product out there so that buyers can pick it up, feel the quality and 

ask questions. Due to geographical isolation and constraints on time 

and money, small rural businesses can have an overreliance on 

distance marketing and online promotion. I’m now convinced there is 

no substitute for a good trade show, where buyers can take their time 

in sourcing stock. 6. Last but not least, I met some great people and 

made good lasting contacts.”  

 

While focus may be placed upon practitioners ‘digging deep’ in their creative 

practice, there is also much labour poured into the supporting activities, 

processes, and performances that surround the exhibition of a craft 

practitioner’s products or artworks. Such events provide space for practical 

experience and knowledge exchange that are inherently developmental, 

potentially exposing participants to significant learning curves. However, this 

labour is rarely communicated. Indeed, the expectation of free labour, or the 

devaluation of labour, is one of the most problematic issues in the creative and 

craft industries (Banks, 2010). When speaking about the lack of innovative 

projects emerging from the craft sector, Logue discusses the logistics of such 

models, stating ‘it has to be run by volunteers, which is okay, because that is part 

of the creative model, so could there be other models like that’. This acceptance 

of voluntary labour in the creative models of enterprise demonstrates how easily 

such assumptions become replicated. Instead of centring the practitioner, focus 

is instead placed upon a consumable object and its sale. However, the value of a 
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craft practitioner, and the projects that they partake in, is much more than the 

sales that may or may not be made as a part of that project.   

iv. Breaking away from the Economic 
 

Craft Scotland appears deeply cognisant of the problematic nature of the 

relationship between the cultural and the economic. Indeed, earlier editions of 

the Annual Review show much regard for the unquantifiable impacts of the 

organisation’s work. For example, alongside a selection of quantifiable 

achievements, the 2014/2015 Annual Review states: 

“...it’s probably the memories behind these figures that made this 

year so remarkable. Numbers can’t capture the excitement of seeing 

the first two Scottish-based makers progressing through the Injection 

programme. And there’s no way of quantifying the positive feel and 

potential that was unlocked by the participants of our community 

engagement project with Artlink Central and Historic Scotland at 

Stirling Castle.” 

 

Thus, the organisation presents craft as a cultural force that can introduce a 

host of beneficial outcomes for society. During Interview, Logue shares its 

experience of enterprise and growth in Scottish craft: 

“Everyone is under pressure to generate income, and not all our 

makers want to grow. They want to grow their income, but not 

necessarily the size of their business. They don’t want to take on staff 

and be larger necessarily, so there’s a lot of strange pulls and pushes 

going on in the sector.” 

 

That is not to say that the topic of business is one that is rejected by craft 

practitioners in Scotland. One practitioner testimony in the Annual Review 

states:  

“It was a pleasure to find the subject of craft business so squarely on 

the agenda for the 2014 Craft Scotland Conference, I found it really 

refreshing!”. 
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A clear shift away from just selling objects, to developing the professional 

skills of practitioners can be seen in the partnership with the UK Craft 

Council in the HotHouse programme, or the development of Craft 

Scotland’s own professional development programme, which includes 

COMPASS programme. Seemingly this seeks to equip practitioners with 

skills beyond craft production, and begin to support them holistically. 

However, much focus is still placed upon practitioners and their ability to 

make things, as Logue states: 

“I think most people go into craft because they are creative and they 

love making things, and only latterly do they think ‘how can I make 

money from this?’. It’s not the main driver, if you look at the tracking 

study, despite the fact people aren’t making money, they are very 

happy.” 

 

While analysis of the tracking study (Craft Scotland, 2017b) shows this is 

objectively true, this interpretation fails to recognise the inequalities at play 

when the organisation chooses to ‘other’ entrepreneurial endeavours as 

single a search for growth. A craft practitioner’s comfort when not receiving 

regular income is tied directly to their financial status. Whether it be 

financial support from family, or an income from a previous or second job, 

the stability of a practitioner has a direct influence upon their willingness to 

explore, take risks, make strategic plans, or indeed to submit to the reality 

of little or no income.  

Logue discussed witnessing entrepreneurial endeavour in craft 

practitioners, choosing to frame this mindset differently: 

“You see it in the ones that want to push themselves forward, so if 

you look at someone like [textiles practitioner], do you know...? She’s 

been quite focussed for a while, she knows what trade shows she 
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wants to go to, she’s developed her collections, she’s done these 

courses, she’s been in touch with Scottish Enterprise, she’s been quite 

focused. I would say focused rather than entrepreneurial.” 

 

The discomfort with the term ‘entrepreneurial’ is palpable, despite the 

apparent journey of the textiles practitioner who has recognised 

opportunity in the market, made strategic plans for development, 

innovated within their product range, and accessed a number of suitable 

organisations for help and advice. Thus, it is apparent the relationship 

between craft development organisations, craft practitioners, and the 

sector’s understanding of entrepreneurial endeavour demands greater 

clarity.  

5.2. Summary 

 

For a relatively small organisation, Craft Scotland must manage a huge diversity 

of partners and practices. It is understandable that the organisation may struggle 

to manage its position within the sector. Indeed, a number of challenges have 

been identified as a result of this study, exemplifying what is likely only a small 

number of issues that Craft Scotland must navigate. Acting as a uniting force, 

connecting key players in the sector, the organisation must manage a wealth of 

relationships that are not always easy to maintain. These relationships demand a 

reciprocity from other actors that Craft Scotland has limited control over. 

However, through its position as role model, and legitimiser of other actors as 

role models, Craft Scotland works to set standards of practice not just for craft 

practitioners, but for other organisations within the Scottish craft ecosystem. 

While many of these standards may appear aesthetic in nature, they are also 

operational. By using and promoting mechanisms such as collaboration, other 
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actors in the sector may be more prone to adopting these shared ways of 

working. However, Craft Scotland sets these standards while also challenging the 

accepted norms of the sector.  

Seemingly, a major desire is for the craft sector and its actors to 

transcend the current way of working in the sector and take on greater 

responsibility when it comes to introducing something new to the ecosystem. 

This exposes a duality in Craft Scotland, whereby the organisation seeks to unite 

the sector by establishing shared patterns of communication while also 

encouraging innovative approaches to working. Although these two themes may 

seem contradictory, a deeper connection across the ecosystem allows for a 

greater understanding of what is. This ultimately enables actors in the sector to 

more clearly see what could be. Thus, Craft Scotland contributes significantly to 

the entrepreneurial culture of the Scottish craft entrepreneurial ecosystem, 

without necessarily realising the extent of the entrepreneurial diversity that is 

being cultivated. It is, however, important to recognise that reports such as the 

Annual Reviews are designed to represent success stories of the sector. Little to 

no representation of adversity or failure is included, despite the value of failure 

narratives as an opportunity for ‘entrepreneurial enrichment’ (Mason and 

Brown, 2014, p.9). Discussion with the Director of Craft Scotland has only 

allowed for a small insight into the obstacles faced by the organisation, as well as 

the wider craft sector. Certainly, the Scottish craft sector could benefit from an 

opportunity to collectively share and discuss these issues. And yet, there is a 

compartmentalised approach to topics such as entrepreneurship and 

collaboration (amongst other major sector concerns such as environmentalism) 
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that exacerbates division within the sector. The separation of key sector issues 

may be a coping strategy, allowing for simplification of management and greater 

transparency in the organisation’s operations. However, an unintended 

consequence may be a lack of diversity in the entrepreneurial practices of craft 

practitioners and organisations which are, or are yet to be, included in the 

Scottish craft entrepreneurial ecosystem. What is apparent is the vital 

contribution continued exploration of organisational relationships at a micro 

level will make to establishing the role of Craft Scotland in developing 

unconventional forms of Scottish craft enterprise.   
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Chapter 6 : Craft Practitioners’ Collaborative Relationships 
with Craft Development Organisations  
 

This chapter is represented in two parts, as detailed in Chapter 4.3.2. Part One 

presents findings from an online survey of craft practitioners in Scotland, 

establishing their understanding of identity, goals, collaboration, and opportunity 

in the craft sector. This is followed by Part Two, which details findings from 

follow-up interviews with three survey respondents. These interviews were 

conducted in order to address shortcomings in the response rate of the original 

online survey, and provided greater insight in to the themes that are established 

in Part One.  

Part One 
 

The project-based nature of work in the creative industries has implications for 

career advancement that sets it apart from the usual linear understanding of 

entrepreneurial progression. Although much academic focus has explored the 

intersection of craft and entrepreneurial practices (Pret and Cogan, 2018), there 

is a persistent gap between the provision of developmental opportunities 

provided by craft development organisations and the craft practitioners which 

the opportunities are intended to help (Fillis, 2004; Bouette and Magee, 2015). 

Thus, this chapter asks how do craft practitioners draw on programmes of 

support when developing a unique entrepreneurial craft identity? This micro-

level subunit of study sought to collect craft practitioner understanding of 

identity, goals, collaboration, and opportunity via survey and in-depth interview. 

Establishing craft practitioner approaches to the development of enterprise, the 
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identified gap is addressed building an understanding of the key factors 

influencing an individual’s reasoning for entering into collaborative opportunity 

with craft development organisations. In collecting such data, the research 

hoped to establish a craft typology that demonstrate some of the variety found 

within Scottish craft enterprise, while also illuminating the extent to which 

practitioners relate to traditional entrepreneurial traits as sector collaborators 

and creators. 

6.1.1. Findings 

The findings presented here are taken from an online survey of craft 

practitioners based in Scotland who are operating commercially. The survey 

consisted of eight pages (see Appendix B3). With a total reach of 1240, and 25 

completed submissions, just over 2% of those who have accessed the survey 

actually completed it. Time taken to complete the survey ran from a minimum of 

11 minutes to a maximum of 112 minutes. Of those surveyed, 76% identified as 

female, with a reasonable spread of age ranges across 25-34 years (28%), 35-44 

years (24%), 45-54 years (28%), and 55 years and over (20%). No respondents 

were under 25 years of age. Most were based in Glasgow City (20%), although 

representation from other areas was evenly spread albeit focussed in and around 

major cities, including Aberdeen City (8%), City of Edinburgh (12%), Fife (12%), 

North Ayrshire (8%), and South Lanarkshire (12%). Some 60% had been operating 

as a craft business for five years or less, and the most popular medium was 

textiles (32%), closely followed by glass working (16%) and ceramics (12%), while 

20% of respondents categorised their craft as ‘other’. The majority were trained 

to degree level in their practice (52%), however, 44% reported on employing 
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informal short courses, parallel training, or intensive specialist private training in 

craft skills.  

The qualitative data collected via survey were analysed thematically. As 

with previous subunits, the data were subject to a round of open coding. Due to 

the amount of data, the process of sensemaking of these codes and emerging 

themes was recorded via detailed reflexive journal (see Appendix B4). This was 

then abductively synthesised with literature on identity work and play (Brown, 

2015; Caza et al., 2017; Petriglieri et al., 2018), as well as the themes established 

from previous subunits. In addition to the qualitative information gathered in the 

survey, there was also a number of questions which employed Likert scales. The 

data from these Likert Scales, in combination with the qualitative data collected 

in open-ended questions, were then used to position respondents on two scales 

pertaining to their level of connection to the sector, and the extent to which they 

aligned with the concept of the unconventional entrepreneur (Cova and 

Guercini, 2016; Guercini and Cova, 2018) (see Chapter 8.4). 

By unpacking some of the ways individual craft practitioners seek out and 

interact with available opportunities, the findings have identified key influences 

these collaborative activities have on the self-definition of an individual’s 

entrepreneurial craft identity. While not generalisable, the Thematic Analysis 

(see Figure 6.1.1) has brought to the surface three deeply connected themes, 

that collectively tell the story of how Scottish craft practitioners interact with 

organisational support, and how they instrumentalise collaborative exchanges to 

embed themselves in the sector, while developing understanding of their own 

identity.  
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Figure 6.1.1. Thematic map from analysis of research themes 

These themes are: (1) the leveraging of collaboration and collaborative tension; 

(2) employing multiple identities; and (3) identity development and 

renegotiation (see Table 6.1.1), which are elaborated on in this chapter.  

Table 6.1.1. Themes and sub-themes from findings 

Themes  Sub-Themes  
1. Leveraging Of 

Collaboration And 

Collaborative Tension 

1. Reasons for Collaboration 

2. Grassroots Action 

3. Collaborative Tensions 

2. Employing Multiple 

Identities 

4. Communicating Identity 

5. Collaboration as Risk Management 

3. Identity Development And 

Renegotiation 

6. Space for New Development 

7. Non-Conformist Pathways 

8. Future Development 
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Through mapping some of the collaborative relationships of respondents on to 

the figure of the entrepreneurial ecosystem, the complexity of the Scottish craft 

sector can begin to be understood (see Figure 6.1.2).  

 

 

Figure 6.1.2. Map of selected craft practitioners (105, 144, 155, 557, 597, 745) demonstrating their 
collaborative partners both inside and outside of the Scottish craft entrepreneurial ecosystem 

 

The above figure draws from Figure 5.1 (see Chapter 5.1), mapping the 

collaborative partners of six survey participants. These collaborators sit both 

inside the Scottish craft ecosystem (positioned in the hexagon), and outside of 
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the ecosystem (positioned outside the boundaries of the pink circle). The actors 

that these relationships are built with show great diversity, explaining to some 

extent the diversity found within the many roles a craft practitioner performs. 

What is clear is that a singular craft practitioner’s collaborative entrepreneurial 

processes are rarely reproducible, but in fact unique artefacts that collectively 

form their entrepreneurial identity. This is a craft identity that demands 

significant work to build, maintain, expand, and communicate to others in the 

sector. 

6.1.1.1. Leveraging Collaboration and Tension 
 

i. Reasons for Collaboration 
 

Several themes identified spoke to the respondents’ use of collaborative 

activities as a necessary form of leverage that can help them access future 

opportunity, and maintain momentum within their practice. Collaborative 

activity is a process central to working practices and development in the creative 

industries (Gandini and Graham, 2017), often demanding a shared goal between 

collaborators. Yet, reasons for collaboration shared by survey respondents are 

multi-faceted, and mostly appear connected to respondents’ individual goals. 

Respondents listed a rich selection of rationales which have been grouped into 

eight themes (see Table 6.1.1). 
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Table 6.1.2. Reasons for collaboration and number of mentions 

Reasons for Collaboration No. 
N=25 

Reasons for Collaboration No. 
N=25 

FINANCIAL REASONS 

‘Sales’ ‘Financial profits’  
‘Secure commissions’ ‘Orders’ 
‘Financial security’ ‘Income’ 

10 BUILD REPUTATION 

‘Raised profile’ ‘Build reputation’ 
‘Recognition’ ‘Public awareness’ 
‘Promote craft’ ‘Cultural stability’ 
‘Visibility’ ‘Honour past crafts 
people’ 

9 

BUSINESS EXPANSION 

‘Business expansion’ 
‘Supplement collection’ 
‘International business’ 

3 FUTURE OPPORTUNITIES 

‘Future opportunities’ 
‘Exhibition opportunities’ 
‘Opportunity awareness’  

5 

CHALLENGE/DEVELOP SKILL  

‘Creative development’ 
‘Informal mentoring’ 
‘Socialisation of practice’ 
‘Develop processes’ 
‘New skills’ ‘Experiences’ 
‘New capability’ ‘Inspiration’ 
‘Bring ideas to life’ ‘Produce my 
very best work’ ‘Find new ways 
of working’ 

11 COMMUNITY & OWN WELLBEING 

‘Companionship’ ‘Motivation’ 
‘Support community’ 
‘Mutual cooperation’ 
‘Connection’ 
‘Peer support’ ‘A satisfactory life’ 
‘Make a contribution’ ‘Work with 
others’ ‘Belong to a group’  
‘Reassurance of my ability’ 

11 

BUILD NETWORK 

‘Build networks’ ‘Publicity’ 
‘Build audience’ ‘PR’ 
‘Promotion’ 
‘Exposure’ ‘Outreach’  

13 RESOURCES 

‘Sharing costs’ ‘Sharing tools’ 
‘Sharing learning/knowledge’ 
‘Sharing spaces’ 

4 

 

These are: financial reasons; building a reputation; business expansion; accessing 

future opportunities; challenging or developing skills; community and own 

wellbeing; building networks; and accessing resources. Many indicated that 

financial reasons play an important role, alongside the perceived potential these 

opportunities offer for business expansion. These two themes can be framed as 

representing a conventional form of entrepreneurship dictating entrepreneurial 

exploitation for the accumulation of wealth (Guercini and Cova, 2018). However, 

they are supplemented by a far more remarkable range of personal motivations 

that demonstrate the richness of possibility that opens up for craft practitioners 

when they engage in collaborative ways of working, as well as exemplifying 
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alternative objectives and goals of craft practitioners. Three in particular stand 

out for their frequency of discussion: (1) the ability for an individual to contribute 

to both community and their own wellbeing; (2) the opportunity to challenge or 

develop skills; and (3) the chance to expand their networks. These three 

common drivers of collaboration highlight the importance of connectivity and 

development for practitioners in the craft sector when establishing themselves 

as a valuable part of the Scottish craft ecosystem. The making and maintaining of 

connection with other actors in the craft ecosystem appears vital for an 

individual to maintain their own position. However, the focus is not just on 

personal development, but on the sector and its community collectively moving 

forward via the attainment of shared goals. So, while these reasons for 

collaborative activities may initially seem individualistic, the emphasis is on 

mutual growth and benefits and this highlights the significance of the exchange 

that can happen within the ecosystem. 

In addition, it is possible to see connection between the eight themes, 

and how one activity may contribute to another. For example, a practitioner 

building a positive reputation within the community is likely to contribute 

considerably to community and personal wellbeing, as well as enabling them to 

strengthen their networks. This, in turn, may enable greater access to available 

resources, as well as build their awareness of future opportunities which can go 

on to offer them opportunity for challenging and developing their skills. Thus, 

the reasoning for, and outcomes of, collaborative activities, appear inherently 

interlinked and co-dependent. Such developmental practices do not occur in a 

vacuum, but in a vast network of activity that is undertaken. Therefore, it is 
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possible to frame these collaborative practices as a form of identity work that is 

enacted, not just for the benefit of the individual’s identity and how they are 

perceived by the sector in which they are embedded, but for the identity of the 

sector as a whole. As a sector that has been encouraged to challenge perceptions 

by sector leaders like Craft Scotland (See Chapter 5.1.3), space is available for 

individual actors to influence and augment the ecosystem as a malleable 

construct. Driven by both a desire for sectoral stability and individual autonomy, 

collaborative craft practitioners fashion complex and multidimensional identities 

that flex and adapt to circumstances, treading a unique career pathway that 

perpetually seeks to uncover new ideas for their future selves as well as their 

peers. In doing so, craft practitioners search for new ways of working in and 

across their ecosystem, and use their experiences to advocate for recalibration of 

the boundaries of their own and other entrepreneurial identities.   

ii. Grassroots Action 
 

A focus upon grassroots activity can be seen in the responses to the survey, 

although respondents generally reported fairly broad experience of collaborative 

projects (see Table 6.2 on next page). This activity is made possible via the rich 

networks that characterise the creative industries (Thomas et al., 2013), with 

individuals combining and recombining available resources and skills to align 

themselves with new markets and opportunity. 
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Table 6.1.3. Respondents’ experience with collaborative partners and project types 

Collaborative Partner + 

Most popular project type (% of respondent rate) 
Rate  
N=25 

Other Maker 
Market/Pop-up (63%); Exhibition (58%); Design/Production Retail 
Collection (58%)  

96% 

Craft Collective/Guild  
Exhibition (68%); Network Event (58%); Market/Pop-up (42%); 
Workshop/Training (42%) 

76% 

Artist Run Initiatives  
Exhibition (63%); Market/Pop-up (47%); Network Event (32%); 
Workshop/Training (32%) 

76% 

Tradeshow  
Exhibition (80%); Retail Collection (30%); Market/Pop-up (10%)  

40% 

Public Organisations  
Online Content (50%); Network Event (50%); Print Publication (40%); 
Exhibition (40%); Workshop/Training (40%) 

40% 

Curators  
Exhibition (70%); Pop-up (30%); Design/Production (30%); 
Workshop/Training (30%) 

40% 

Public Museum/Gallery  
Exhibition (33%); Retail Collection (33%); Market/Pop-up (17%)  

48% 

Private Museum/Gallery  
Exhibition (71%); Print Publication (57%); Retail Collection (57%); Online 
Content (43%) 

28% 

Private Businesses  
Market/Pop-up (63%); Retail Collection (63%); Exhibition (38%); 
Design/Production (38%) 

64% 

 

In doing so, they become greater than the sum of their parts (Gaggioli et al., 

2020), inadvertently creating new ways of working and contributing significant 

value to the ecosystem. Grassroots activity in particular plays a major role in 

respondents’ collaborative activity, with other makers (96%), craft guilds or 

collectives (76%) and artist-run initiatives (76%) all ranking highly as collaborative 

partners (see Table 6.2 above). These crucial opportunities for identity work 

enable significant entrepreneurial development, yet often go unrecognised or at 

least unrewarded.  

Although such collaboration amongst peers can enable belonging within a 

networked community that engenders legitimacy and acceptance (Pret and 
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Carter, 2017), there are also indicators that it stems from a limitation on 

opportunity that makes such activity a necessity. A number of respondents were 

concerned about the implications of Brexit, with the perception that 

consequences may include a lack of ‘inward investment’ that was needed for 

‘better quality infrastructure to batch manufacture and distribute beautiful 

design in order to compete with the rest of the world. Scotland is way behind!’ 

[respondent 557]. Some concern was also shown for a ‘lack of training 

opportunities’ [respondent 916], with one respondent indicating that a particular 

‘HND glass course [is] no longer available’ [respondent 126]. This decline in craft 

training was seen to have the knock-on effect of ‘a lack of people picking [craft] 

up as a job or even a hobby to ensure its continuation’ [respondent 441].  A 

perceived lack of investment in craft opportunities currently is seen to be 

hampering the potential for the future of craft. This loss of targeted learning and 

development is a common concern in the sector (Crafts Council, 2014), with 

repercussions for the longevity of craft practice and, therefore, the craft 

economy. Indeed, when respondents were questioned about their awareness of 

any initiatives that were in place to promote and develop the craft sector in 

Scotland, six of the 18 who responded to the question were unable to list any 

(see Table 6.3 on next page). Two of these respondents went on to elaborate on 

reasons why, stating geographical and social isolation were to blame for their 

respective lack of awareness. One respondent listed their own personal activity, 

of working to launch a commercial exhibition space, as a valuable initiative. 

Three other respondents listed grassroots activities such as the West Kilbride 

Community Initiative, the long planned but yet to be delivered Craft Biennale 
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Scotland, or simply the connection they find with their peers and studio 

neighbours as their most valuable source of development.  

Table 6.1.4. Responses to ‘Can you tell us about any initiatives in place to promote and develop the craft 
sector in scotland?’ 

Response (examples) Mentions  
(N=25) 

No 
“I think Creative Scotland needs to be more inclusive...as does Creative 
Edinburgh. I champion Scottish craftsmanship and yet have found myself 
out in the cold.” 
“Living and working in island situation, not easy to get away to events 
usually held in urban areas” 

6 (24%) 

Grassroots Initiatives 
(Craft Biennale Scotland; West Kilbride Community Initiative; 
Connecting with peers; Building own space for regular selling 
exhibitions) 
“Craft Biennial (from the ground up - but not supported by funders)” 
“I find the best support is my peers around me and find myself having 
lunch with studio neighbours etc and naturally discussing our work/craft 
etc and advising each other on funding/opportunities/connections - not 
really an initiative but probably my best support network” 
“West Kilbride Community Initiative at The Barony Centre is the main 
hub for Craft Town Scotland - they have 9 affordable makers studios” 
“I am now planning a Selling Area experience here” 

4 (16%) 

Organisations 
(Applied Arts Scotland; Craft Scotland; Highlands and Islands Enterprise; 
Upland; Scottish Basketmakers Circle.) 
“International making opportunities, via Applied Arts Scotland” 
“I'm aware of the various work that Craft Scotland does” 
“Craft Scotland? Applied Art Scotland?” 

7 (28%) 

Programmes/Projects 
(MAKE Manifesto; Compass; Visual Arts and Craft Mentor Award: 
Creative Accelerator; Woven Communities Project; Development  
of The Coig as Opportunity.) 
“Various creative entrepreneurship programmes (e.g. creative 
accelerator, compass)”  
“Craft Scotland training programmes (COMPASS?). Visual Art and Craft 
Award (across Scotland)” 
“I see the development of 'The Coig' as an opportunity rather than an 
initiative to promote and develop the craft sector in Scotland.” 

7 (28%) 

Events/Venues 
(The Barn Arts Centre; Fleece to Fashion at Glasgow University; Visual 
Arts Scotland/ Society of Scottish Artists Exhibition; Trade Fairs) 
“There's a few trade fairs but I have not attended any” 

4 (16%) 

Unanswered 7 (28%) 
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Seemingly, an important elements of respondents’ identity is filling the 

opportunity gap in craft, with practitioners taking on ambiguous leadership roles 

as a result of their need to be ‘dynamic and contextual’ (DeRue and Ashford, 

2010, p.630). Indeed, craft’s reputation as a space for political debate and action 

is reflected in terms used by respondents when asked to describe their role in 

the sector. Roles such as ‘advocate’, ‘facilitator’, ‘mentor’, and ‘educator’ allude 

to forms of craft activism, and a responsibility held by respondents to promote 

craft widely while embedding craft values firmly in society. It also reflects the 

hopes of Craft Scotland as an organisation (See Chapter 5.1.2) for practitioners to 

act as role models within the Scottish craft ecosystem, advocating for craft 

practice, while also challenging the understanding of what craft practice can be. 

However, the sense seems to be that there is very little support that allows 

practitioners to attain this goal. They do so, instead, of their own volition.  

This role of craft activist is further elaborated on by respondents when 

discussing their future goals. One ranks ‘creating a positive working environment 

and industry’ [respondent 441] highly, demonstrating concern not just for their 

own experience of the sector but for the industry as a whole. There is drive ‘to 

ensure that the craft is upheld for another century at least’ [respondent 441], 

again demonstrating concern for the longevity of the sector. Collaborative 

working is an activity that is implemented to help realise these goals, offering 

opportunity for respondents to give ‘back to the making community who helped’ 

[respondent 745] them, emphasising that a major developmental force within 

the sector stems from mutual aid that is enacted within networks. They do this 

to ‘provide community support’ [respondent 126], filling gaps in provision. 
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However, the duality required by practitioners to both build out opportunity 

while also participating in it demands they develop the ability to transform roles 

reflexively. Enacting a substantial level of identity work within one domain (e.g. 

project management, event organiser) they may go on to enact forms of identity 

work within a parallel domain (e.g. designer, exhibitor, and teacher). Individuals 

push to build and project a unique but also recognisable entrepreneurial craft 

identity, while also creating the domain within which they are able to perform 

these roles. In doing so, their identities become far more fluid, and less clearly-

defined.  

iii. Collaborative Tensions 
 

Through a loss of clarity in establishing roles when engaging in collaborative 

activities, problematic tensions can arise. Those operating without formalised 

organisational roles are prone to feelings of tension as a result of uncertainty and 

a lack of support or leadership (Petriglieri et al., 2019). Indeed, it is tension or 

uncertainty that is believed to be a major driver in the enactment of forms of 

identity work, and embarking upon collaborative activities. However, the 

introduction of collaborative boundaries can also introduce tension for an 

individual. Examples of miscommunication are discussed by respondents that 

resulted in the premature end of collaborations and opportunity. This mistrust is 

apparent in one respondent, preventing them from wishing to take part in 

collaborative projects, stating: 

“A few are great, usually run by intelligent professionals who are in 

the public and private sector in the visual arts. Many however are 

amateurish and replace enthusiasm with experience. Instagram and 

Etsy followers are not good qualifiers of good taste and design/craft 

with any originality.”  [respondent 557] 
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While not questioning the motives of those creating opportunity, it does 

question their capability and the quality of the work included (e.g. key 

entrepreneurial traits such as self-determination and self-efficacy), casting doubt 

on the validity of their peers’ entrepreneurial craft identity. Another respondent 

describes issues when they collaboratively endeavoured to organise selling 

events while also participating as a maker: 

“We achieved what we set out to do at first, but then some of the 

participants accused the organisers of embezzlement, so […] we 

ended up refunding everyone with the money left after booking the 

venue, and did not organise any more events.”  [respondent 

246] 

  

Here mistrust and uncertainty around an individual’s dual role as volunteer event 

organiser and as a seller at the event led to tension in the community. As a 

result, a new opportunity for entrepreneurial development was lost. However, 

for some the unknowable nature of collaboration is an attractive feature, 

describing their experience as ‘mainly fine. Some businesses are bad at paying, 

some businesses do not last long, some events are great for networking’ 

[respondent 310], while another states ‘some good, some not so fruitful. You can 

lose a lot of time but you can make a lot of unexpected connections’ [respondent 

916]. The unknowable outcome becomes the expectation, rather than specific 

goals, making them an explorative act demanding serious reflexivity.  

However, loss of control over the boundaries of more structured 

opportunities can still lead to personal frustration. One respondent speaks of 

reaching out for help in ‘understanding markets’, but was exasperated that the 

craft development organisation ‘didn't know much at all about the south of 
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Scotland’ [respondent 471]. Thus, there is an apparent gap in the knowledge 

held by craft development organisations and the information and the advice 

being sought by craft practitioners. When asked who they would ask for advice in 

addressing issues seen as challenges, a common theme was the inability for 

support to address uncertainty, with some thinking ‘literally nobody’ 

[respondent 246] could help. Others claimed to have been ‘denied any help’ 

[respondent 084], believing that ‘there is no one I would trust to reach out to’ 

[respondent 745] for necessary resources. This mistrust in craft development 

organisations and their ability to contribute to the future progress of 

practitioners is detrimental to collaboration, and the essential relationship 

between organisations and their community. As such, multiplicity of identity 

becomes a necessity, allowing for the individual to find new routes to accessing 

the support they require.  

6.1.1.2. Multiple Identities 
 

i. Communicating Identity 
 

When asked to describe their role in the sector, the terms used by respondents 

varied, demonstrating multiplicity of identity that speaks to the portfolio careers 

so entrenched in the craft sector (Eikhof, 2017; Luckman and Andrew, 2018). 

Some respondents used terms like ‘maker’, ‘business owner’, or ‘teacher’, 

encapsulating varied roles and activities. Some were more complicated, 

highlighting multifaceted roles such as ‘Practitioner, mentor and communicator’ 

or the straightforward answer of ‘multiple’. Others were descriptive - ‘maker 

supplier to some small shops attending craft markets’ [respondent 527], or 

‘Multiple... Craft practitioner, small business, project manager, facilitator, 
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researcher, advocate’ [respondent 105] - denoting that a singular term would 

not communicate the specificity or complexity of their role in the sector. 

Meanwhile, other respondents communicated personal feelings regarding their 

position - ‘tentative’ [respondent 471] or ‘minimal’ [respondent 359] - indicating 

doubt or dissatisfaction in their role in the sector.  

These roles seemingly change depending upon context, with an equally 

varied selection undertaken by respondents when working collaboratively, 

showing how a practitioner’s identity must adapt to the approaches needed for 

the situation (Alvesson, 2010). The difference in the specificity with which 

respondents were able to describe the roles they took up in collaborative 

working (see Table 6.4 on next page), indicates collaboration may provide 

greater role clarity compared to when working alone. Two themes emerged from 

the survey that could offer insight into this multiplicity: (1) doubt and 

uncertainty; and (2) a desire to explore. Much uncertainty in the creative 

industries comes from the blurring of formal and informal opportunity and 

reliance on temporal, project-based working (Haunschild and Eikhof, 2009; 

Merkel, 2019). 

Table 6.1.5. Top 15 Roles in sector vs. roles when collaborating 

ROLE IN SECTOR 
Descriptive terms used 
by individuals to 
describe their role in 
sector 

Mentions 
N=25 

ROLE IN COLLABORATION 
Descriptive terms used by 
individuals to describe their 
role when collaborating 

Mentions 
N=25 

Maker 8 Exhibitor 9 

Practitioner 2 Maker 9 

Designer 3 Designer 7 

Educator/Teacher 3 Educator/Teacher 6 

Researcher 2 Facilitator 3 

Facilitator 2 Technician 3 

Advocate 2 Seller 3 
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Artist 1 Manufacturer 2 

Business Owner 1 Artist 2 

Collaborator 1 Researcher 2 

Heritage Craft Business  1 Collaborator 2 

Craft Practitioner 1 Writer 2 

Embroiderer 1 Fabricator 2 

Fabricator 1 Driver 2 

Minimal 1 Project Manager 2 

 

Defining a specific identity during temporal changes of a collaborative project 

can provide a sense of consistency (Alvesson, 2010), indicating the specificity 

that is embodied in collaboration is an activity enabling practitioners the peace 

of mind necessary to tackle and navigate other uncertain factors that may be at 

play concurrently. Equally, this multiplicity may also be a manifestation a craft 

practitioner’s explorative approach to their unconventional entrepreneurial 

development, experimenting with the boundaries of their practice and evading 

classification. Although craft practitioners may be regularly identified as 

individualistic and rebellious (Bain, 2005; Nielsen et al., 2017), this search for 

autonomy is one that must be enacted within a heavily co-dependent and 

interconnected sector. Indeed, this duality may prove problematic for a 

practitioner unable to adapt to the opportunities available to them.  

When asked to identify the values central to their craft business, a 

significant portion of responses stressed values that centred around connectivity 

(see Table 6.5), further emphasising the importance of craft enterprise as highly 

embedded and networked.  

 



 256 

Table 6.1.6. Themes from responses to the question ‘What are the three values that are most important to 
you as an owner of a craft business’ 

Values Central to 
Respondent’s Practice 
Examples 

Mentions 
(N=25) 

Values Central to 
Respondent’s Practice 
Examples 

Mentions 
(N=25) 

Building Connections  
“Access to other people, 
whether they are makers 
or the general public” 
“Shared ethos” 
“doing my best to please 
those who have asked me 
to do work for them” 

8 Accountability  
“Faithfulness to the 
medium” 
“Honesty” 
“Transparency” 
“Responsibility” 
 

5 

Autonomy  
“The freedom to make 
what I want” 
“Independence” 
“Flexibility” 

8 Originality  
“Innovation and learning” 
“unique items” 
 

4 

Sustainability  
“will this piece last a 
substantial amount of 
time then be repurposed” 
“Using natural products” 
“Environmentally 
responsible” 

7 Authenticity  
“Provenance” 
“Heritage “ 
 

4 

Integrity  
 

6 Value  
“fare price” 
“Value for money“ 

3 

Quality  
 

6 Wellbeing  
“wholesome attitude to 
life” 
“Job satisfaction” 

2 

Creativity  
“enjoy the pulse of 
creativity and making 
products” 
 

6 Prosperity  
“financially and 
educationally benefitting 
myself as I go” 
“making money” 

2 

Contributing 
“Creating a positive 
working environment and 
industry” 
“giving back to the 
making community who 
helped me” 
“Adding value to 
someone’s life through 
my products” 

6 Aesthetics  
“Attractiveness of 
produce” 
 

1 

The Handmade  
“Craftmanship” 
“making things myself” 

5 Being Equipped  
“Studio space that meets 
my personal 
requirements” 

1 
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Building connections with others, accountability, contributing, and sustainability 

all rate highly in the values that drive respondents in their craft business. 

Alongside these inherently social issues sit values that relate far more to how 

that well connected craft business is perceived. Themes such as autonomy, 

integrity, quality, and creativity demonstrate that need amongst the respondents 

to be recognised and appreciated for their ability. This is reinforced by 

apparently less important values such as aesthetics and prosperity. However, it is 

possible to see how all these values may overlap, and intersect with each other. 

For example, one respondent states ‘doing my best to please those who have 

asked me to do work for them’ as a key value, communicating a variety of 

complex elements, including customer service, building reputation, integrity, 

quality, and accountability as well as building connections.  

It is possible to identify two higher level themes amongst these values. 

These are (1) a search for stability, that is demonstrated by a desire to lead a 

‘wholesome life’ [respondent 663], ‘secure my future’ [respondent 144]) and 

‘create a positive working environment’ [respondent 441]. Then there is (2) 

autonomy and agency, which is communicated using terms like ‘responsibility’, 

‘integrity’, ‘control’, ‘freedom’, ‘access’ and ‘flexibility’.  The themes of stability 

and autonomy and agency are two of the five major topics laid out by Brown 

(2015) in their exploration of identity work discourse.  However, managing the 

interplay between these two states appears complex for respondents, who find 

the journey of addressing one may compromise the other. As one respondent 

states: 
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“The main challenges are around finance and time management for 

all the tasks involved in (and skills required for) running a small 

business. Like many makers, I balance a "portfolio career" - working 

part-time to provide regular income and cover household bills, and 

developing my business part-time (reinvesting everything to support 

growth towards a self-sustaining position). This places a significant 

burden on time for developing the business, which (as a solo 

practitioner) covers designing and creating items for sale/exhibition, 

branding and marketing, sourcing materials, identifying and targeting 

appropriate sales channels. On top of this, teaching and running 

research projects (writing grants, manuscripts, conference 

presentations).”  [respondent 105] 

 

Notably, this respondent frames growth as being progress ‘towards a self-

sustaining position’. This is contrary to a conventional projection of 

entrepreneurship, which often assumes a growth mindset focussed upon the 

exploitation of opportunity, the expansion of business, and the accumulation of 

wealth (Frederick et al., 2018). Instead, this respondent seemingly favours a far 

more organic form of growth, that values independence and personal 

investment. Indeed, a valuable example of the ways in which craft practitioners 

may be deemed ‘unconventional’. This respondent does not necessarily see an 

end point where their entrepreneurial endeavour will be closed down in order to 

move on to a new enterprise. Instead, they intend to nurture their endeavour to 

a position of self-sustainability, that may naturally transform over time to 

accommodate their own needs and respond naturally to their interpretation of 

the craft landscape. However, this way of working for the respondent is difficult: 

an emotionally draining circumstance that perpetuates an ‘agony’ (Petriglieri et 

al., 2018) redolent in contemporary models of creative work. It is difficulty like 

this that may be responsible for the ‘tentative’ [respondent 471] or ‘minimal’ 

[respondent 359] sectoral roles that are reported by some respondents. 
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Potentially driven by an inability to clearly ascertain a particular role, or even a 

fear of fully engaging with the confidence to fully define their roles, practitioners 

may ‘oscillate’ (Petriglieri et al., 2018, p.120) between various emotional states 

in an attempt to manage these experiences. This oscillation sees them using their 

explorative nature to collect possible future selves through identity play (Ibarra 

and Petriglieri, 2010). 

ii. Collaboration as Risk Management 
 

Collaborative opportunity opens up space for the exploration of new ways of 

working while mitigating significant risks through the inclusion of collaborative 

partners. This identity play – the trying on of new identities without adopting 

them entirely – allows craft practitioners to be more agile in the changing 

environment in which they are working. Operating under the banner of a 

collective entity, or an organisational leader, individuals adopt new identities in a 

process of approving or rejecting possible career pathways. By offering 

opportunity for practitioners to imagine themselves in novel circumstance, craft 

development organisations can allow for this ‘trying on’ of sector roles. In turn, 

this play builds out the many identities of practitioners with space to envision 

and share in ‘new ways of working’ [respondent 712]. However, a duality of 

activity exists within the collaborative opportunities taken up by the 

respondents. One states they ‘find collaboration and working with others to be 

extremely useful, sociable and an intrinsic part of my practice’ [respondent 597] 

going on to allude to the contribution the activity gives to their wellbeing. 

Seemingly, without the practice of collaboration they would not be able to enjoy 

their career as a craft practitioner. Meanwhile, another discusses both 
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enjoyment and financial benefits ‘collaborations and co-operative events have 

been hugely rewarding in terms of exposure and sales, but also inspirational’ 

[respondent 772]. The inspiration of collaborative working enables them to 

maintain momentum within their career, that sees them continue to explore and 

experiment. Another respondent elaborates on this inspiration, valuing the 

‘headspace to bounce new ideas around’ [respondent 105] that comes with a 

new domain, allowing a moment of space to engage with unconventional 

performances of themselves (Guercini and Cova, 2018). Indeed, the drive offered 

to practitioners through their collaborative activities is a vital element of 

unconventional enterprise, which relies heavily upon interaction with the 

sectoral community within which they operate.  

These moments of play may, on the surface, appeal to the practitioner for 

other reasons, before delivering something more unexpected. One respondent 

recalls a particular experience of collaboration: 

“[my experience of collaboration has been] very varied! Recently I 

worked with [a large museum] in London on a big Christmas 

installation, and I feel it raised my profile a lot and lead to a lot of 

interest in my business despite not initially being a particularly well 

paid job. So, some things are worth doing for things other than the 

financial repercussions.” [respondent 105] 

 

This respondent took an opportunity requiring them to imagine working in a 

different way than usual, accrue benefits beyond the financial through this 

playful adaptation, and gaining exposure as a result. Thus, their identity has 

shifted to include this positive experience of installation work. To place oneself in 

a situation of unknowable returns (see Chapter 7.2.2) is indeed a major risk, and 

yet one that can be taken when a trusted organisation or institution is involved. 
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However, this play can be damaged by negative experiences. The example of not 

being chosen for funding comes up several times in the survey, with a 

respondent sharing the following: 

“I probably wouldn't be looking for an introduction [to collaborators] 

as I imagine that means submitting a proposal for funding. These 

applications are notorious for taking a disproportionate amount of 

time to do and if you don't have a track record (which I currently 

don't) then it's unlikely they will take the risk on you. You don't get 

the time back for failed funding applications.”  [respondent 660] 

 

Describing a common ‘catch 22’ in creative practice (requiring funding to launch 

a project, but needing a history of successful projects to secure funding), this 

respondent’s moment of play sees them dismissing funding applications because 

of a poor previous experience.  

Such a perspective is not uncommon, and one reported later in the 

research by one very established practitioner (See Chapter 7.2.4). Time is 

precious, and investing it in something that has no obvious immediate payoff 

may be deemed not useful. However, this assumption has long-term implications 

for the respondent’s practice. Stating they have no ‘track record’ indicates a 

need for them to invest or else risk no opportunity for development at all. That is 

not to say any opportunity should be taken on without careful consideration. 

These opportunities for ‘play’ still have to be carefully weighed up. They are 

capable of contributing sizeable uncertainty, as well as considerable potential for 

the misinterpretation of identity, values and goals by others in the ecosystem. 

This doubt serves to further compromise collaborative efforts and projects, as 

identities are rejected and perceived to be delegitimised by other actors in the 

ecosystem. 
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6.1.1.3. Identity Development 
 

i. Space for New Development 
 

As a liminal space for imaginative ideation, these moments of identity play are 

offered to craft practitioners when they are provided with space to consider 

themselves entering into a new domain. While it is expected that craft 

practitioners perpetually renegotiate their identities, and adapt to different 

working practices in an almost schizophrenic way (Wong, 2017) this is of course 

highly demanding. Successfully maintaining, (re)interpreting, and communicating 

these identities during the transition between exploration (identity play) and 

stability (identity work) is central to the recognition of their development. This is 

something that can be aided by a craft development organisation. Although 

limited in availability and scope, respondents clearly use programmes offered by 

craft development organisations to supplement their individual activities with 

collaborative ones, filling a gap in what individuals are able to achieve alone. 

Respondents cite ‘guidance’ [respondent 663], ‘help’ [respondent 084, 310, 527], 

and ‘professional development’ [respondent 603, 557, 310, 916, 155] as reasons 

for reaching out to organisational support. This demonstrates the esteem placed 

in the organisations, while also communicating a distinct sense of vulnerability. 

These respondents feel in need of significant aid in their personal development. 

Individualistic motivations drive this way of working, with respondents using 

phrases such as ‘to raise my profile’ [respondent 144], ‘for my own interest’ 

[respondent 603], and ‘promotion of my own practice’ [respondent 950], 

framing organisational support as a space for practitioners to focus on their own 

identity, without having to also care for others in the sector.  
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However, in order to move into these new domains, they must cross the 

threshold that exists between the imagination of play and the reality of work in 

order for their activities to be validated as legitimate. It is this validation (or 

invalidation) of a new identity that is the essential final step in Ghaempanah and 

Khapova’s (2020) process of identity play (see Chapter 2.7), and demands the 

unique narrative being built by an individual receives recognition from colleagues 

and peers within a shared domain. This constant necessity for an individual to 

always reassess and rebound their values and goals guides their interaction with 

others in the craft ecosystem. Thus, an individual’s ability to handle the 

renegotiation of their entrepreneurial boundaries has implications for the paths 

they can choose and the decisions they make. If the renegotiation and 

development of identity is reliant upon the approval of others within the sector, 

there is a danger that limitations placed upon pathways results in a limitation of 

the sector’s development.   

ii. Non-Conformist Pathways 
 

Breaking away from conventional pathways can lead to innovative approaches to 

creating a venture and space for entrepreneurial development (Guercini and 

Cova, 2018). Thus, the unconventional nature of craft enterprise should make for 

a well-developed and diverse sector. However, some respondents show 

frustration at the ‘status quo’ upheld by the craft community. One criticises their 

peers’ inward tendencies, hoping they may one day ‘become more inclusive and 

think beyond themselves and their clique’ [respondent 441]. This is mirrored by 

another respondent, who notes that ‘other makers tend to be quite isolated, 

only a few work openly with [the] community’ [respondent 471]. The sector’s 
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reliance on archaic business models is an issue for some, such as the creation of 

objects for the sake of capitalist goals. When asked about challenges for their 

future development, one respondent replied ‘whether the need for material 

products are needed or are they just a waste or if they are even necessary’ 

[respondent 359]. This existential line of inquiry connects to the recurrent issues 

of quality and accessibility.  

         Accessibility relies on availability and price point (e.g. many items at a low 

price). This kind of production is suited to specific markets, such as tradeshows 

(where wholesale purchase of large numbers at cost price is sought by retailers) 

or busy craft markets, where small purchases are feasible for everyday 

attendants with little disposable income. Meanwhile, quality suggests a 

considerable investment of time, skill, and materials that must be recouped at an 

equally considerable cost, preventing them from being priced accessibly. 

Investment in the application of skill and time equates to fewer items being 

produced, and as such a higher price. Therefore, these items are suited to more 

knowing buyers, collectors, and those able to invest in what might be considered 

a ‘luxury’ product. This kind of production is suited to markets such as art fairs, 

collectors, and high-end or artisanal boutiques. The ability of respondents to 

balance these two central values is apparent, and disruptive to both self-

determination and self-identity. By seeking the stability of economic 

sustainability via accessible forms of production, practitioners are asked to 

compromise values of environmental sustainability that call for a focus on more 

mindful production which is driven by need and quality rather than desire and 
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consumption. These issues challenge a practitioner’s core value systems, 

influencing the way makers work, and the market pathways ventured down.  

       Seemingly, there is a concern that the pathways promoted by craft 

development organisations are contrary to the issues that are central to craft 

itself. This issue of misplaced values is further discussed by a respondent, who 

declares ‘I don't want to associate myself with a plan that seems to [be] leading 

to half-starved crafters’ [respondent 745]. Demonstrating doubt in the standard 

routes to market and the mechanisms that are offered to, and accessed by, craft 

practitioners, this statement underlines the short-term focus of temporal 

opportunity typical in the sector. The organisational perpetuation of such 

pathways has implications for the stability sought by practitioners, while offering 

(limited) opportunity for exploration. Seemingly, these respondents desire more 

of both. As such, practitioners seek novel or innovative ways of working in order 

to disrupt the norm of the sector by rejecting the offer of craft development 

organisations and seeking alternatives. In doing so, they also contribute to the 

uncertainty they find troubling. Practitioners are willing to adapt to uncertainty if 

it keeps their integrity intact. These testimonies provide further insight into the 

sector’s tendency to repeat established ways of working (Searle, 2017), that may 

ultimately fail to explore new possibilities that introduce innovation and 

momentum. Indeed, the unconventional approach of craft practitioners may 

sometimes fail to align with the conventional approach of the craft development 

organisation (see Chapter 6.2.1). As such, is there a need to reassess how and 

what is promoted as a valuable form of creative production and its most suitable 

markets, and the extent to which the available support and opportunity 
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genuinely addresses the varied values that are held by the sector, and the extent 

to which they inform the goals of the sector. 

iii. Future Development 
 

When it came to future goals, some respondents’ main focus was simply to 

sustain their core values (see Table 6.6) showing concern for maintaining their 

values as they move forward in their developmental journey.  

Table 6.1.7. Most common future goals of respondents 

Goals for the future of respondents’ craft business Mentions 
Growth 

(Grow locally – 2; Grow online sales – 2; Grow nationally – 2; Grow 
internationally – 5) 

11 

Make a living/secure financial future/viable business  8 

Keep producing new/innovative work  7 

Address issues of environmentalism/sustainability  5 

Set up own organisation/shop/studio  5 

Develop techniques/skills/brand  4 

Employ others  3 

 

Analysis of the vocabulary used by respondents included terms such as ‘grow’, 

‘develop’, ‘expand’, ‘employ’ and ‘internationally’ occurring often, 

demonstrating that despite the dominant narrative of craft practitioners 

rejecting traditional understandings of entrepreneurship, there are several 

instances of conventional goals. While academic conceptualisations of 

entrepreneurial pathways are often simplified to particular stages - new venture, 

start-up activities, growth, stabilisation, and either innovation or decline 

(Frederick et al., 2018) – this linear model continues to appear irrelevant for 

craft. Instead, many varied areas for exploration are listed as future goals. 

Respondents exhibited a varied selection of personal hopes of building their 

practice, creative development, variety, long-term sustainability, and concerns 
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for local models of economy, employment, and environmental impact - intrinsic 

forms of value demonstrating a more humanist perspective regarding value and 

growth. The result is an insight into an entrepreneurial identity that is deeply 

entwined with personal, and contextual interpretations of growth. Respondents 

clearly understand the language of growth, and see it as valuable for their future. 

However, interpretations of growth by others in the ecosystem (and beyond) 

may be obscured by the context in which this growth is performed. The vague 

goal of ‘to grow’ does not communicate in enough depth the directions in which 

growth can occur. In order to grow practitioners take charge of their 

development, connecting deeply with their communities, promoting value in 

practice, and expanding in ways that see them navigating the sector broadly. 

Rather than exploiting and exhausting an opportunity, there is desire for an 

opportunity to be nurtured and developed. For example, goals like founding a 

guild [respondent 663], setting up independent exhibitions, retail spaces, and 

studios [respondent 663, 359, 660, 603], investing in local economies 

[respondent 471, 155, 246], and developing quality and skill in craft production 

both technically and aesthetically [respondent 155, 126, 712, 441]. This 

demonstrates necessity for the reconceptualising of what growth looks like in a 

craft business context.  

Craft demands the management of a creative power hierarchy that is 

reliant on building value, reputation, and ability within collectively ‘approved’ 

spheres that must be recognised by other actors in the sector. Thus, growth is 

not as simple as making money, employing people, and selling internationally 

(although they are factors). Instead, the craft venture evolves, with an individual 
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exploring avenues via collaborative configurations, taking ‘side steps’ into new 

domains, and integrating very specific factors such as setting up a studio, 

establishing an exhibition space, or making. These varied integrative identities 

enable an individual to become an integral and highly valued cog in the shifting 

machine of the sector, slowly accruing greater and greater influence on the 

ecosystem, in turn shaping the future development of the sector.  

6.1.2. Summary 

Building a career within such a complex environment demands that an individual 

constructs, maintains, and communicates a unique entrepreneurial identity (Caza 

et al., 2018). The enactment of this identity work (Snow and Anderson, 1987) is 

reliant upon: (1) a networked context and (2) the presence of uncertainty, 

confusion and anxiety (Alvesson and Willmott, 2002) – two elements that are 

central to the experience of craft practitioners. Although collaborative acts in 

craft have been explored previously (Pret and Carter, 2017; Mathias et al., 2017), 

centring issues of identity, belonging, and competition (see Chapter 2.5 and 3.4), 

there is yet to have been space made for the collaborative relationship between 

craft practitioners and the organisations offering programmes of support. Often 

practitioners are represented as individuals operating without external support 

(McAuley and Fillis, 2005; Jourdain, 2015), or as passive receivers of support 

(Bouette and Magee, 2015). However, despite operating as sole traders, craft 

practitioners are often embedded in rich networks and ecosystems that have a 

huge influence upon them (Pret and Carter, 2017), and to which they in turn also 

contribute. Taking the stance that the understanding and development of 

entrepreneurship in craft practitioners is a task not suited to traditional 
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approaches (Nielsen et al., 2018), this chapter has framed the activities of craft 

entrepreneurs as unconventional (Guercini and Cova, 2018; Luckman and 

Andrew, 2018). While Luckman’s (2018) description of craft’s ‘alternative 

entrepreneurship’ (p.321) may be negatively charged, this subunit of study 

sought to create critical space for the reimagining of entrepreneurial craft 

profiles, and the collaborative acts that enable them. In doing so, light has been 

cast upon some of the processes involved in becoming a craft professional. It has 

been suggested that the perpetuation of a singular kind of entrepreneurship is 

short sighted and limits potential for future development (Welter et al., 2017), 

and so this study asks for craft development organisations to instead make space 

to recognise the multiplicity of entrepreneurship that can be found in the craft 

sector.  

Organisational collaboration plays a major role in the development of a 

craft practitioner’s entrepreneurial identity. By accessing and leveraging the 

processes of collaboration, individuals mitigate their experiences of tension, 

entering into a form of identity work. Through metaphysical and physical 

exchange within a collaborative space, individuals are able to define facets of 

their identity with more clarity, while collecting new ones. These varied identities 

can be employed in different contexts, offering craft practitioners a robustness 

when managing the uncertainty redolent in the sector. They are also potentially 

more divergent than an individual would be able to create on their own, thanks 

to the availability of novel or innovative resources, ideas, or practices 

contributed by collaborative partners. While outcomes of these partnerships 

cannot always be known, individuals exploit the explorative nature of 
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organisational support recognising the value in moments of play. However, loss 

of control of the boundaries of such opportunity does leave an individual open to 

further collaborative tension. To combat this, individuals take on a role of leader, 

working to give back to their community and build out the opportunities they 

believe are unrecognised. Constantly renegotiating and adapting their working 

practices through this duality, they iterate and refine entrepreneurial identities 

that are personal, and heavily dependent upon the creative opportunities to 

explore and play with new possibilities. However, the potential for the 

misinterpretation of identity may contribute to mistrust or doubt in an 

individual, damaging opportunities for development. The resulting re-

conceptualisations of growth must be recognised as valid, and considered when 

building out a more tailored approach to the support of craft entrepreneurs. 

While collaborative tension may not be enjoyable (although not necessarily 

unpleasant either), it is a process that helps individuals question as well as better 

define and understand their own role in the ecosystem, in turn shedding light on 

their options for their future self, and continue developmental momentum for 

the sector.  

Part Two 
 

As a result of the low response rate to the survey achieved in the previous study, 

three in-depth follow up interviews were conducted. The aim was to gain deeper 

insight into the themes that emerged from the survey that are detailed in Part 

One of Chapter 6. Using the stories of three practitioners, Part Two further 

elaborates upon the ways craft practitioners use their relationships with craft 
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development organisations and programmes of support as a process of 

entrepreneurial development, addressing the research question of how craft 

practitioners draw on programmes of support when developing an 

entrepreneurial craft identity.  

6.2.1. Introducing the Interview Participants 
 

Three respondents to the survey reported in Part One of the chapter were 

selected for a more in-depth follow-up interview, where they were asked to 

share stories of how they became a craft practitioner, the role of craft 

development organisations in their development, and their experiences during 

the Covid-19 pandemic. The transcripts were restoried (Appendix C4), with a 

brief overview of each respondent here. 

i. Asa 

Asa is a mid-career ceramicist. He describes himself as a self-employed 

practitioner. Asa values the flexibility that he has in his work. Major goals are to 

focus on his own development, driven by his motivation and creativity. He sees 

securing a steady income as a challenge, as well as managing his own time and 

the many responsibilities that come with his work. Asa has previously accessed 

both Creative Scotland and Craft Scotland for financial support, while also 

drawing on his peers for informal forms of support. He has a vast experience of 

collaboration, taking on roles of a maker and a curator, with largely positive 

experience. Asa is particularly interested in developing new ways of working, and 

sees collaboration as a tool that can aid him in this. He sees organisations in the 

sector as facilitators of work, and would access a collaborative relationship either 



 272 

directly, or by leveraging a network of peers. Asa has worked internationally, and 

wants to work this way more. He feels very connected to the sector. Asa’s 

priority for the future of the sector is to secure more regular streams of funding.  

ii. Brin 

Brin is an early-career maker, who works across multiple mediums. She identifies 

as a maker, collaborator, and advocate for the sector. Brin values the integrity, 

innovation, and opportunity for learning that craft practice represents. Her goals 

are to develop as a maker and expand upon current operations. Challenges Brin 

faces are managing funding, as well as handling her work life balance. Brin is also 

concerned about the implications of the UK’s exit from the European Union, and 

the effect it will have on her business. When it comes to handling these 

challenges Brin goes to peers, other makers, and sector organisations for 

support. She has extensive experience of collaborating across the sector, taking 

up varied roles such as designer, exhibitor, and facilitator. Brin opts to 

collaborate in order to share in resources, to expand her reach, and to engage in 

knowledge exchange. She is keen to work with more organisations, having 

benefitted from both the advice they offer, and funding streams, but requires 

more personal connection with them. Brin has also contributed her own time to 

the sector via these organisational relationships. She would choose to connect 

with collaborators directly rather than going through other people. Brin has been 

a part of several significant international collaborations, and wants to keep 

working that way. Despite a high level of activity in the sector, Brin only feels 

somewhat connected to the community. She has a high level of awareness of 
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sector initiatives and projects. The main concerns for the future of the sector are 

sustainability of practice, as well as innovation. Brin also believes the sector has 

room to develop its international presence.  

iii. Cato 
 

Cato is an emerging textiles maker, although she emphasises her role as a 

portfolio worker, and the importance of digital mediums. Cato values 

sustainability of practice, as well as the opportunity it provides her and others in 

the sector and beyond. Of particular value to Cato is a sense of a shared ethos 

across the sector. A major goal is to make a living entirely from her practice. The 

main challenges Cato sees to her development is securing finances, and 

management of time. The sheer variety of jobs involved in Cato’s model of work 

means time is very precious. When it comes to help for these challenges, she 

relies on peers and organisations for help and advice. Cato’s collaborative 

activities have mostly been with other makers, but she has also drawn from 

artist-led initiatives and public organisations. Cato has taken a wide variety of 

roles in these collaborations, offering varied experiences of collaborative working 

with generally positive results. Cato shows a high level of awareness of actors in 

the sector, which is supplemented by her position on the Board of Trustees for 

an arts organisation. She leverages this awareness, accessing networks for advice 

on funding, building out networks, and business concerns. Cato has collaborated 

significantly outside of the sector; however, she reports on feeling very much 

connected to the sector.  Cato is also able to identify several initiatives that have 

been put in place to promote and develop craft. She sees many priorities for the 
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future of the sector, with importance placed upon the development of a national 

strategy for craft, as well as carving out a craft-specific funding stream. Cato has 

a desire for the promotion of more diverse routes into craft, and to build up the 

connections between sector organisations and industries.   

6.2.2. Findings 
 

Analysis of the in-depth interviews revealed a number of themes that were 

mapped to further elaborate on the themes of Part One of the study (see Figure 

6.2.1). As demonstrated by the scale and complexity of the map, the themes that 

emerged contributed considerably to all three themes established in Chapter 6.1, 

highlighting the extent of the overlap and connection between the themes.  

 
Figure 6.2.1. Thematic map from analysis of research themes 
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Through this process, it was possible to refine these themes in order to further 

elaborate on the craft practitioner’s reasoning for entering into collaborative 

opportunity with craft development organisations : (1) creating visibility; (2) 

managing opportunity and advice; (3) maintaining momentum; (4) challenging 

the sector; and (5) responsibility and mutual aid (see Table 6.2).  

Table 6.2.1. Themes from findings 

Themes 
1. Creating Visibility 

2. Managing Opportunity And Advice 

3. Maintaining Momentum 

4. Challenging The Sector 

5. Responsibility And Mutual Aid 

 

6.2.2.1. Creating Visibility 
 

By participating in programmes of support provided by craft development 

organisations, practitioners are able to build and develop visibility for their 

creative practice. Such visibility is essential in terms of winning over future 

opportunity and investment that can allow for an individual’s development. 

Seemingly, this takes several stages of action, the initial being the creation of a 

foundation. Much effort is poured into this stage. This is achieved through a 

number of collaborative, often unpaid, activities that see an individual 

embedding themselves within a community in order to allow them to access 

greater and greater resources. Cato discussed how she was in the process of 

moving out of this phase, having felt she had reached a level of credibility within 

the sector after four years of solid effort. 

“I’m in a kind of what I would say transition phase really, I have spent 

the last four years kind of building up my own skills and experience, 

building up a portfolio of work, done a couple of residencies, so kind 

of for myself creating a platform, that is now starting to reap the 

rewards, get some grant funding that lets me continue the work that I 
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want to do, and have the network in place […] I know what questions 

to ask and I know who to ask them of, or who can at least point me in 

the direction of who can give me an answer.” 

 

However, a lot of this work is often unpaid, with the expectation there will be 

future pay off. 

“...things that I was doing that were unpaid as well, where I was 

content that the payback would come down the line, so it was me 

investing my time and energy in building for a future, so rather than 

being to immediately generate income from the things that I was 

doing, it was very much more in the professional development arena 

[…] a result of these things have been able to kind of build up the 

confidence and er build up some of the language you know […] just 

getting to that point where I felt almost as if I had some credibility I 

think the craft sphere […] it was very much about trying to build up 

that portfolio, build up that work visibility, and the kind of support 

structures were really crucial to that.” 

 

This foundation gave Cato the understanding of the norms of the sector, while 

also allowing her to establish credibility. Collaboration and connection with 

organisations in particular provided a framework for how to ‘be’ within the craft 

ecosystem, offering models for practice that enabled Cato as a new comer to 

establish themselves while managing alienation.  

An example of Craft Scotland as a sector connector came up in a discussion 

with Asa, who spoke of his experience of becoming more visible to the 

organisation by consistently volunteering for opportunities.  

“I took on a profile on [Craft Scotland’s] craft and makers page, and I 

suppose that kind of, just, just means they can see me more, and I’m 

more visible to them, you know? And I guess that’s ...if you’re not 

seen, you probably won’t really get that much […] I’ve not had like, a 

lot of success, but I am slowly getting more traction with them, I feel 

like they are slowly starting to support my work a bit more and 

showcase my things, and am getting more successful applications 

through them […] I get the feeling maybe that’s coming from just 

participating in projects with them more.” 
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However, acquiring this visibility demands a huge amount of effort on the part of 

the individual practitioner who must chip away at a craft development 

organisation before they are able to carve out any kind of position upon its radar. 

For Brin, this is an alienating experience that intimidates her, and sees her 

avoiding relationships with organisations in favour of individuals. 

“I don’t know if I would see a particular organisation [for support]. 

See, Creative Scotland, they feel a bit impenetrable to me. I never 

really, I’ve not really had any personal connection, or advice directly 

from them I guess. I don’t know, I think I would probably approach 

someone directly.” 

 

Opportunity for Brin is less about creating traction that can open up access to 

development, but instead an act of introspection in collaboration with other 

individuals that can provide useful insight into possibility. For Brin, this creates a 

significantly different kind of connection with the sector from that which Asa 

has. While Brin’s embeddedness may be less far reaching, it could be seen as 

significantly richer in terms of the level of exchange between herself and the 

individuals she has selected. The resulting visibility may be more localised 

amongst her immediate pool of collaborators. However, these personal 

relationships can nurture much greater ones when an individual is linked with an 

organisation. Describing building these relationships, Brin states: 

“For me it starts by being approached for a small project and I guess 

it's about being invested in that organisation, doing the best job you 

can and being a reliable and easy person to work with! I think that 

goes a long way.” 

 

This mutual trust is an essential element that must be nurtured when 

establishing visibility – being seen to be trustworthy and therefore an individual 

who can be invested in with minimal risk on behalf of the organisation. Simply 
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being present and available in this way presents its own opportunity, as Cato 

details the serendipitous moments that spin-out into whole new opportunities or 

collaborative projects that contribute to a practitioner’s visibility within the 

ecosystem: 

“I had taken myself off to erm, a workshop that was to do with 

circular economy […] it just so happened that um, where this course 

was taking place, there was somebody else that worked there who 

had been looking to find a textile practitioner to discuss some of the 

ideas that he was thinking about around heritage, and heritage being 

fixed, um, and patterns, and design inspiration […] so we were just 

introduced on that day, and it just so happened that those discussions 

evolved into a project that has now been running for three years.” 

 

Thus, the leveraging of collaboration (See Chapter 7.1.1) to create visibility can 

be enacted in a number of ways, resulting in variation in terms of how visible a 

practitioner wishes their enterprise to be, and who the audience is for this 

visibility. This is heavily influenced by the nature of the relationship a practitioner 

has with their collaborator, and their willingness to explore the possibilities that 

open up to them.   

6.2.2.2. Managing Opportunity and Advice 
 

In order to create visibility, practitioners must collect, organise, and manage the 

opportunity and advice that is offered to them when they engage with craft 

development organisations, or any collaborator. Much can be gleaned from the 

process of creating visibility, however, there is so much to be known about how 

to ‘be’ a craft practitioner, and learning this can be a major challenge for 

someone entering into the ecosystem – a lot of the practicalities of a craft 

practitioner’s business model are not obvious from the outside, and so must be 
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learnt somehow. Cato describes her experience of this, gleaning understanding 

from others:  

“...it was more of the how do I approach a stockist? Or a gallery? Um 

you know, the much more arts embedded bit that I needed to work 

on originally, so it was so much about building myself into that 

existing ecosystem, and then within it seeing where there were 

opportunities that I could, opportunities for mutual benefit really, so 

where I can go and add value, but also where I would be acquiring 

skills and expertise that I wouldn’t necessarily garner in other ways.” 

 

Cato almost describes a scoping exercise, taking stock of the sector landscape, 

and seeking out areas where she felt she could make a difference. This 

exploratory approach demands significant management of the information that 

is accumulated, and in many ways demonstrates how easily an identity can 

become multidimensional and even discordant, particularly when a lot of the 

early work goes unpaid. Naturally this can preclude a lot of people, who are 

unable to contribute their time for free: 

“I’ve been fortunate that the other part time job I have covers all my 

household bills, and I’ve been able to make the most of unpaid 

opportunities in a way that somebody else couldn’t in a way that they 

could if they were being compensated for their time or for their craft 

practice. And I think that’s a really important point to make about all 

this, is that I am, have been subsidising my craft practice through em, 

through other work, and I’m certainly not unusual for being in that 

situation at all, it’s quite common for portfolio careers in the craft 

sector, particularly at the emerging stage where people tend to be 

doing non craft paid jobs.” 

 

Highlighting the difficulty faced by so many practitioners in managing the 

opportunity and advice they receive in order to build out a robust and 

resilient position in the sector, Cato’s drive to contribute to the sector 

focuses very much on redressing this major imbalance. By making changes 
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in the sector, she seeks to help other practitioners in the better 

management of the opportunity and advice.  

 Yet, working in this way means practitioners can satisfy a number of 

different needs that can be very personal. For Asa, the compartmentalisation of 

his different identities allows him to address very different aspects of his career. 

Speaking specifically about his use of residencies to focus on the creation of new 

work, Asa juggles four separate streams of work that contribute to his 

entrepreneurial identity as a whole: 

“I work at a college as a technician, I teach night classes, I make work 

for other people, and I make my own stuff, so it becomes one of four 

things, so in a way residency is a really good opportunity for me to 

focus on myself, and in a month away I can do so much, or even just 

two weeks in Iceland in just in isolation I just made so much work and 

so I think that would become a model I would follow when it comes 

to making new work.” 

 

Thus, various opportunities may run in parallel streams that have to be 

consciously managed – a kind of mixing desk where the streams are faded in and 

out as the practitioner sees necessary. Cato discusses something very similar 

with her entrepreneurial identity: 

“There are always projects at various stages, which progress at 

different rates. It's all about prioritising where I invest my time and 

energy and when. Sometimes things will be parked until an 

appropriate opportunity to progress them arises, and sometimes 

they're parked because my focus is on something else. And some 

things the direction changes as I reflect on what's possible or 

achievable.” 

 

However, becoming engrossed in this way of working can prevent development, 

as practitioners lack the space to reflect upon the learning that takes place. Asa 

spoke about forgetting about an enterprise course he had recently taken part in, 

explaining: 
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“It’s hard to find time to reflect on new learning alongside life but 

perhaps the importance of what’s learned is applied more 

subconsciously and over a longer period. I generally feel I should be 

pushing myself in new directions so it can be difficult to accept that I 

have found or settled into a working pattern.” 

 

So while the course and its content were deemed valuable, the application of the 

advice and learning that came as a part of Asa’s participation took longer to be 

applied to his way of working, the hurdle being the time that was needed in 

order to reflect and make the necessary changes. The implementation of advice 

was also an issue brought up by Brin, who invested significant energy into the 

sorting of advice that she had received from various sources.  

“It can be literally a sentence and yeah, I think just seeking out advice 

and, from all different types of places is valuable. And not going ‘all of 

this is for me’, but saying ‘some of this is for me but I’m not gonna 

take all of it on, I’m gonna skim off some of the things that are really 

personal to me’ and I think it’s that sort of, yeah, sifting through the 

advice that you’re given, and keeping the things that really speak to 

you and they can really keep you going I think […] there’ll be a lot of 

repetition in advice, and especially for example business advice, erm, 

or career advice.” 

 

The successful management of advice could, for Brin, provide support necessary 

to help her make the right decision when it came to developing her 

entrepreneurial identity. However, the organisation required to manage this 

information is one that is deeply intuitive for Brin, and not necessarily replicable. 

She talks about knowing what is right for her personally, what speaks to her, 

which is a level of reflective practice that not all practitioners may be 

comfortable with. How can they know they are choosing to heed the advice that 

is most suitable for them?  

 While managing the variety within the sector can be overwhelming, it is 

the diversity that most often provides space for much needed reflection. When 
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speaking about his four streams of work (see above), Asa reveals how working 

within one domain gives him opportunity to think about how he would work in 

another: 

“The recording the demonstration for the art gallery has kind of 

informed what I’m doing now for the students, so I’m recording a lot 

of demos to kind of cut down on how kind of contact time […] So 

yeah, it all feeds into each other, and these ways of working and 

tools...” 

 

Cato, too, has a similar experience, where crossover in her multiple 

identities opens up room to develop her practice: 

“There’s still synergies in terms of what I do and the things that I learn 

in that arena that I’m still taking back and applying to my own 

practice, and vice versa. So bits of the craft-based stuff I have been 

able to bring into my academic context, around the public 

engagement and the things that we’re dealing with.” 

 

This plurality being juggled by a practitioner does not just make practitioners 

more adaptable and resilient in the face of the uncertainty inherent in their 

unconventional practice, but can strengthen their offering within a single domain 

when they are able to take influence from their alternative practices. However, 

the pressure that can bleed over from one domain into another can be a risk, as 

Brin explains in relation to the pressure to make money: 

“It can impact on how you identify, or perhaps give you a 'dual' 

identity. I definitely did [put more pressure on myself to make money] 

when I was starting out as I did more graphic design type jobs 

alongside the more fine art/craft stuff and the design jobs gave me 

more money at the time. Now things are better, have merged more, 

although I think it can be confusing to show all of what you do in one 

space, e.g. Instagram, for potential clients, they need clarity I think.” 

 

Thus, management of opportunity, advice, and the resulting adaptation to 

entrepreneurial identity must be managed carefully, but also 

communicated with sensitivity. Miscommunication of these adaptations 
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run the risk of creating confusion, or even tension (see Chapter 6.1.1.2) 

when they are lacking clarity. This in turn threatens to limit the 

development of a consistent entrepreneurial identity. 

6.2.2.3. Maintaining Momentum 
 

Not only is proper management of opportunity and advice essential for 

practitioners when creating and communicating their unique entrepreneurial 

identity, but also for maintaining momentum in developing these identities. The 

tendency towards project working demands a pipeline of opportunity that must 

be consistent. If a practitioner is unable to maintain this, they may jeopardise 

their career’s forward trajectory, and cease to progress. For Cato, her consistent 

involvement in the craft community has a cumulative effect, that can provide a 

kind of momentum in terms of building visibility in the community, and 

establishing an identity that is known and recognised: 

“As you start to create a little group of people around about you and 

you ask one of them something and they might not know, but they 

know someone else who does, and so it’s not just about me tapping 

into my networks, but me tapping into their networks, and you start 

to form separate relationships, it’s just one of these things that with 

time grows. And you put yourself in a slightly different situation, and 

you go to an event, a public event, and you go on a night out, and you 

get introduced to somebody, a friend of a friend, it’s that same idea.” 

 

This opens doors for the practitioner, enabling a steady flow of opportunity. 

However, she underlines that this is not always a passive activity, but can also be 

highly pro-active. For example, when opportunity is not available she has the 

drive to make it happen for herself: 

“It wasn’t a case necessarily of looking for opportunities that were 

already in existence, or at least only a case of looking for 

opportunities in existence, some of it was about creating 

opportunities.” 
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Asa, meanwhile, used a highly pro-active approach in a completely different way. 

All of his effort was channelled into searching for and applying for opportunity, 

using the same process of a daily search of listing, and submitting blanket 

applications for the last ten years. Despite this approach, he has no long-term 

concerns, stating he does not wish to be too heavily planned: 

“I don’t have a five year plan or anything, it just sort of rolls off […] I 

think I had to answer that question for the creative entrepreneurship, 

and I just felt a bit like, a little, Ugh, it sounded a bit rubbish, but I’m 

quite happy with what I’m doing and I think the way I’m working is 

quite nice […] I remember times when I had a whole year planned 

ahead of me, like that’s amazing, or I’ve got all these things scheduled 

into next year and things planned, it’s good to have things planned, 

but also nice to have room for moving around. There’s always stuff to 

apply for, always interesting stuff out there.” 

 

This desire for flexibility absolutely speaks to the need for space to reflect, 

and the autonomy required by practitioners to maintain a sense of 

enjoyment in their practice (Chapter 6.1.1.3). For Asa, the challenge of 

maintaining momentum in their creative practice is essential, not wanting 

to become too comfortable in his role: 

“It’s weird because I got this job, it was the first salaried job I had, I’ve 

been there, it’s my fourth year, and like it was just weird to get paid 

for being sick, or going on holiday, [laughs] because when you’re self-

employed you just work all the time, and it keeps you hungry […] I can 

be up to midnight or four in the morning doing commissions, or not 

go to sleep. And I kind of want to retain that, like I would hate to get 

to the point where I get really comfortable and I have like a five-day a 

week job say and I just like I’m just tired and I don’t want to look at 

anything. The days I work I do much less in terms of keeping up with 

my practice and admin and everything else. I’ve done a day’s work 

and I’m paid [laughs], like I can take it easy and don’t have to strive.” 

 

In some ways this is a surprising statement, to say he does not want to 

achieve too high a level of comfort – it cannot be said this is a universal 
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belief within the sector. However, perhaps the lure of having to constantly 

challenge yourself is a key element that appeals to some craft practitioners.  

6.2.2.4. Challenging the Sector 
 

The challenges inherent within the craft sector have occurred regularly 

within the findings of this thesis (Chapter 5.1.3, Chapter 6.1.1.3, Chapter 7.2.4). 

As a result, practitioners apparently take on responsibility to challenge the 

standards of the sector, much like Craft Scotland (Chapter 5.1.3). This is enabled 

by the various roles that practitioners build into their unique identities, 

equipping them with the flexibility to challenge the status quo of the sector from 

within it. However, there is a strong sense that there is simply not enough 

recognition of the different way these practitioners work, as Cato describes. 

“A lot of craft businesses kind of fall through the gaps between arts 

practice and creative industry […] it’s something that has been flagged 

up repeatedly, the fact that there is no kind of craft strategy where 

Scotland em, I think kind of exacerbates that, because there’s not that 

kind of awareness, or realisation of the slightly kind of different 

working models, business models, that exist in the craft sector.” 

 

For Cato, building this awareness through new models of engagement is key to 

the future of her own business model – a realisation that has been accelerated 

by her experience of the Covid-19 pandemic: 

“I thought I […] had to make things to sell, and if I wasn’t making 

things to sell that that somehow invalidated my er, credentials, my 

membership of the craft community […] Now I think ‘no, I don’t need 

to do this’. There’s other ways to kind of use my craft for good, and 

different ways to fund my practice that don’t require me to make 

things that I’m, you know, not entirely convinced the world needs 

more of [laughs].” 

 

Having the unexpected time and space to reflect as a result of the Covid-19 

pandemic has allowed room for Cato to question not just the way she does 
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things, but the standard that is perpetuated across the sector. The resulting 

changes to the way she works do not just challenge the typical model of craft 

practitioners as makers and retailers of craft objects, but also challenges craft 

development organisations and their reliance upon programmes of support that 

are centred upon object-based interventions, such as markets, exhibitions, or 

tradeshows.  

           So, while the development of an entrepreneurial identity can play a 

major role in a craft practitioner challenging themselves and the sector 

more widely, there is also a danger that these challenges may be rejected 

(Chapter 6.1.1.2), particularly if a practitioner is seen to be operating 

‘outside’ of the craft sector’s established or trusted realms. Speaking of her 

experience of being awarded a craft funding and mentorship, Brin states 

her discomfort as an interdisciplinary practitioner: 

“There was definitely the impostor syndrome, and there was the 

concern about not being craft enough to fall in that category. I 

thought ‘ahh, what if I tell people I’m doing this and they’re gonna be 

like, “well why did it go to you, and not someone who is more crafty”’ 

I suppose?” 

 

However, such challenges are an activity that is seemingly actively sought by 

craft development organisations (see Chapter 5.1.3). As such, how can 

practitioners be better supported and encouraged when they take steps to 

challenge the sector so constructively?  

The invocation of experience is a theme that emerged in response to this, 

particularly around practitioners being able to become more comfortable 

with their unique entrepreneurial identities, and how they relate to their 
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craft practice. Recounting his own experience with narrative and 

storytelling, Asa describes his use of narrative as a promotional hook: 

“Recently I’ve come to realise that my story embodies my practice 

and invokes an experience for my audience. Through my skill as a 

storyteller I connect with others through my practice with newfound 

understanding. I think that’s something that most people kind of 

gravitate towards, how your story as a maker is one of the main 

things about you, so how you kind of sell that, we had to think about 

that.” 

 

While stories are promoted as a way of connecting with a buying audience, it is 

important to remember the role of contemporaries within the craft sector as 

investors in a craft practitioner’s identity. Without the buy-in of craft peers, it 

can be hard for a practitioner to establish their unique position within the craft 

ecosystem. Thus, the exchange of stories of challenge presents itself as a 

possible catalyst for future sectoral development. 

6.2.2.5. Responsibility and Mutual Aid 
 

But where does the responsibility for this challenge lay? While both craft 

development organisations (see Chapter 5.1.3) and craft practitioners (see 

Chapter 6.2.2.4) seemingly hold desire for change in the sector, an inability to 

successfully collaborate within this sphere has left each group wanting. As a 

result, practitioners use their connection with others to address these shortfalls 

(see Chapter 6.1.1.1) – these connections are contributed to by organisational 

programmes of support. The resulting action of mutual aid gives practitioners an 

opportunity to contribute to a sector that nurtured them – a reciprocity that 

demands practitioners ‘reconcile social value creation with the need for 

commercial sustainability and success’ (Pret and Carter, 2017, p.641). This is an 

activity that not only helps a practitioner sustain their role in the craft sector, but 
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also contributes to the sustainability of the sector as a whole (ibid.). Here Brin 

describes how she took much inspiration from the craft community in order to 

understand her own identity and position within the sector: 

“I took part in a lot of em, networking events, a lot of meeting people, 

a lot of gallery openings […] a lot of face-to-face stuff that was helpful 

in becoming part of a community but also in forming an identity and 

understanding how other people were describing themselves.” 

 

Indeed, the community can be a valuable grounding force when struggling as an 

individual, and feeling significant uncertainty or isolation, as Cato states: 

“Just tapping into your existing networks […] you know the coffee you 

might have with someone or just a phone call, yeah, definitely, 

definitely having an ecosystem and the networks, and knowing who 

to, who to speak to, who’s the right person to speak to in this 

moment, kind of question and query that I have. And also being that 

person for somebody else as well, again that mutual benefit.” 

 
This is a valuable reciprocal exchange that is central to the development of both 

identity as well as opportunity. Indeed, it creates vital links that can connect 

practitioners in vast webs (Mildorf, 2019). All three respondents discussed their 

experience of participating in the Visual Arts Craft Mentorship Award (VACMA), 

and despite being located 150 miles apart two of the respondents had worked 

with the same mentor. However, these connections can be easily threatened by 

the circumstances of the individual practitioner. For example, the impacts of the 

Covid-19 pandemic brought two very different results for Brin and Cato’s sense of 

connection to their community. Cato had a sense that relationships had been 

significantly strengthened, stating that:  

“The peer support aspect has really come to the fore, um, I think 

people […] have recognised that actually those networks are really 

em, fundamental to their success, whether that is professionally or 

personally […] I see that not just for myself but for other people as 

well, particularly around the idea of creating opportunities for 
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yourself, there seems to be an increase in collective ways of working 

[…] rather than having to rely perhaps on institutions that were 

closed.” 

 
This connection with the community is valued for its ethical approach: 

“I’m quite kind of socialist by nature [laughs] so collective action for 

mutual benefit is very core to just who I am as a person, and um, 

therefore it em, it feeds into what I do in terms of my craft practice 

[…] I’m not kind of selling my time to the highest bidder, because I’m 

not interested in doing that. And that’s very much a personal 

decision.” 

 
However, for Brin, the impacts of the pandemic truly threatened her sense of 

connection to the craft community, with many of her usual ways of working 

suddenly limited as their role as a caregiver for her family had to take priority: 

 
“I described it to someone the other day like as a bit like your world 

becoming smaller in a physical and social way, not necessarily an 

emotional way or anything like that […] with Covid on top of that, it 

does feel like socially, I do feel more disconnected, I guess from the 

networks that I was part of before, maybe more on seeing people.” 

 
In particular, Brin highlights the extraordinary energy it takes for an individual to 

have to perpetually exist in a state of collaboration and exchange, stating:  

“There’s this thing about energy, and needing a lot of space around 

things […] I physically just need rest and time, and that definitely 

takes away from the social thing that I had before, and includes the 

sort of professional networking and all that, so I do feel like... Socially, 

I’m a bit lacking in terms of what I had before certainly from a, well, 

personal and work perspective.” 

 

If craft practitioners are existing in a space of exhaustion, how can they continue 

to challenge the sector, and bear their responsibility for care and mutual aid 

within the craft community? Cato speaks to the agile nature of grassroots 

organisations in delivering valuable support and aid to the sector as a result of 

the insight that practitioners can provide to these craft development 
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organisations. Thus, the support offered by these grassroots organisations during 

the Covid-19 pandemic was far more tailored and relevant: 

“Any of the organisations that are quite grassroots and member-led 

were pretty quick to respond, partly because the people arranging the 

support were the same ones who needed it, that kind of instant 

recognition on the ground that ‘I need to know this information, I 

need to know the right person to speak to, to find that out, and 

actually if I need to know then so does everybody that in my 

networks, therefore we need to figure out what these things are and 

we need to figure out how to share that information’.” 

 
This presents a powerful argument for the role of practitioners in creating 

or informing craft development organisations, and how a more fruitful 

relationship between the two parties can be nurtured. Without this there is 

risk the schism will continue to grow beyond repair.  

6.2.3. Summary 
 

This second part of the second subunit of analysis in the case study sought to 

elaborate on the findings of Part One, detailing some of the reasons why craft 

practitioners enter into relationships with craft development organisations, and 

the processes they must enact in order make sense of these activities. As a 

process of entrepreneurial development, participation in collaborative 

relationships is seen as a way of creating visibility in the craft sector. Being 

recognised as an actor by others in the ecosystem appears vital, helping 

practitioners secure trust that allows them access to future opportunity. 

However, the result of this regular collaborative activity is the need to manage all 

the gathered opportunity and advice. When consulting others in the ecosystem, 

a craft practitioner must pick and choose the opportunity and advice that is right 

for them at the right time. Balancing this information, which inevitably also 
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influences the activities and collaborative relationships a practitioner enters into, 

demands significant labour that feeds into a practitioner's process of identity 

work and play.  

 Despite the apparent lack of future planning or goals from respondents in 

either Part One or Two, much of this collaborative activity also appears to be 

undertaken in order to maintain a sense of momentum for the future. Through 

regular participation in collaborative activities, practitioners are able to maintain 

a virtuous cycle of new opportunity discovery or creation (Zahra, 2008), whereby 

involvement in one opportunity helps them access another. Thus, the 

collaborative relationships that practitioners enter into with craft development 

organisations offer stepping stones towards new ideas and opportunities. This, in 

turn, grants the craft practitioner greater space for challenging themselves, 

adopting new positions and bringing in new partners. This is of significant 

interest to the participants, who seemingly are constantly on the search for new 

ways of conducting both their craft and business practices. These processes of 

augmentation not only help the practitioners maintain interest in what they do, 

it also challenges the standards of practice typical in the craft sector. This 

connects with the hopes of Craft Scotland, which voices considerable concern for 

the innovative process of craft practitioners (Chapter 5.1.3). However, it 

highlights a disconnect between the two parties. While practitioners appear to 

be exploring new opportunities to challenge themselves, these opportunities do 

not necessarily come from the craft development organisations. This suggests 

that actors such as Craft Scotland could be doing more to incorporate some of 

these innovative grassroots practices into their own process of opportunity 
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discovery and creation. This suggestion is emphasised by the importance of 

mutual aid to craft practitioners, who seek to reinvest in the sector in order to 

sustain it. Thus, investing in their ability to create developmental opportunities is 

vital not just when investing in their own entrepreneurial craft identity, but for 

the entrepreneurial craft identity of the Scottish craft sector. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 293 

Chapter 7 : Craft Development Opportunity and Craft 
Practitioners’ Entrepreneurial Identities  
 

Craft practitioners draw on a multitude of activities, projects, and events in order 

to sustain their enterprise (Luckman and Andrew, 2018). The purpose of this 

subunit of study was to further explore a single example of the Craft Scotland 

programme as an illustration of one of these activities. Having established the 

vital role of craft development opportunity as space for the exploration of 

options for new entrepreneurial identities, this subunit of study explores the 

influence participation in one such opportunity - an international wholesale 

tradeshow- had on the process of entrepreneurial identity construction for the 

craft practitioners involved. Thus, this chapter asks what is the influence of craft 

development opportunity upon the development of a craft practitioner’s 

entrepreneurial identities? 

The opportunity explored in this subunit of study is NY NOW, an 

international wholesale tradeshow held bi-annually over four days in New York 

City (detailed in Chapter 4.3.3). In February 2019, Craft Scotland hosted eleven 

craft practitioners of varying mediums, career stages, and levels of experience at 

the event. NY NOW was identified several years previously by Craft Scotland, 

hosting a ‘Go and See’ trip to the event with a group of craft practitioners to 

assess the validity of the event as a new addition to the Craft Scotland 

programme (see Chapter 5.1.3). Taking advice from contacts at British Jewellery 

and Giftware International which had exhibited at NY NOW previously, and 

accessing funding from the Tradeshow Access Programme run by the UK 

Government’s Department for International Trade, the event is an example of 
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significant collaboration and aligning of resources on the part of Craft Scotland, 

demonstrating its role of building connections for the sector that enhance what 

is available in the entrepreneurial ecosystem. NY NOW is also an opportunity for 

craft practitioners to access international markets and build out their capacity for 

export – a business practice highlighted as a priority for the Scottish Government 

(2019) that is also often aligned with conventional entrepreneurial growth (Naldi, 

2008). As such, it sees Craft Scotland promoting the practice of international 

export as a mode of operation for practitioners in Scotland, as well as 

contributing to the available markets, finance, and support available within the 

Scottish craft entrepreneurial ecosystem. Of particular interest is the extent to 

which participating craft practitioners choose to align their own entrepreneurial 

practices with what is demanded of them by the opportunity. Better 

understanding of this process may reveal some of the ways the provision of such 

opportunity contributes to the entrepreneurial development of the Scottish craft 

community.  

7.1. Findings 
 

A Thematic Analysis of the data collected (discussed in Chapter 4) revealed a 

number of themes and subthemes on the influence of an international 

opportunity such as NY NOW on the entrepreneurial identities of the craft 

practitioners involved (See Figure 7.1). 
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Figure 7.1 Thematic map from analysis of research themes 

 

An overarching theme was the insight that (1) Craft Scotland bore the 

responsibility of what might be considered a ‘conventional’ entrepreneur 

(Guercini and Cova, 2018). This theme builds on insights uncovered in Chapter 5, 

further elaborating on Craft Scotland as a sector connector, as well as the 

difficulties in presenting a collective craft identity when (re)interpreting craft in 

an international context. In addition to this there are two themes that relate 

directly to the experience of the makers, (2) the stories a practitioner draws from 

when deciding to participate, and the stories they go on to build from their 

experience as an exhibitor, and (3) how the shared experience of the event 

provides insights that inform the practice of both the individual and the 

collective, which go on to be integrated into other entrepreneurial practices (see 

Table 7.1) 
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Table 7.1. Findings on the influence of international opportunities upon the development of craft 
practitioners’ entrepreneurial identities 

Theme Sub-Theme 
1. Craft Scotland as 

Conventional 

Entrepreneur 

1. Trusting Craft Scotland as Broker of Resources 

2. Collective Craft Identities 

2. The Story of the 

Opportunity 

3. Exhibitor Stories 

4. Unknowable Returns 

3. Shared Experience 5. Sharing Success and Failure 

6. Informing Decision-Making 

7. Strategic Presence 

 

 

Central to the experience of the participants involved in events provided by Craft 

Scotland is the opportunity for entrepreneurial storytelling. By participating in 

such an event, a craft practitioner may augment the narrative of their enterprise 

by incorporating the story of their involvement. This may be a relatively small but 

valuable narrative like exhibiting alongside peers. Alternatively, it may be a wildly 

glamourous narrative (although ultimately perfunctory) that sees the craft 

practitioner partaking at an international trade show in New York City. However, 

the narrative constructed will inevitably contain elements of sourcing and 

accessing different components from the entrepreneurial ecosystem, with 

guidance from Craft Scotland. This has been visualised extending upon the 

entrepreneurial ecosystem figure featured in Chapter 5 (see Figure 7.1 on next 

page), demonstrating a participant’s process of interaction with Craft Scotland, 

the resources aligned for the opportunity, and the wider entrepreneurial 

ecosystem. 
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Figure 7.2.Craft practitioner's journey through the entrepreneurial ecosystem when participating in 
opportunity 

The result is a pathway – a process of entrepreneurialisation – that could 

be framed as an entrepreneurial artefact (McMullen and Dimov, 2013; Selden 

and Fletcher, 2015) that goes on to be used not just by the individual participant 

but by the entire craft ecosystem. What starts in the culture of the ecosystem, 

communicated via the stories shared by Craft Scotland and a practitioner’s peers, 

results in the practitioner themselves creating their own story of participation. 
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Such an opportunity presents unique experiences that are incorporated into a 

craft practitioner’s entrepreneurial stories. Indeed, as the findings will reveal, 

two participants at the same event may have divergent experiences. The legacy 

of these stories will live on in each of these event participants, be used as capital 

when negotiating future opportunities and go on to augment future decisions. By 

sharing these stories with others in the sector, participants add valuable stories 

that enrich the culture of entrepreneurship and venturing in the craft sector. This 

action holds potential for influencing the decision making of others within the 

sector, particularly through Craft Scotland’s use of sector role models who set 

standards of practice for the sector. Of course, this is a double-edged sword. 

While positive experiences work to promote and encourage an individual to 

engage with similar career pathways and legitimise Craft Scotland and its 

programme, negative experiences may do the opposite. Thus, the management 

of participant expectations and experience by Craft Scotland is vital if it is to 

ensure a positive entrepreneurial culture can be developed as a result of 

programme participation. 

7.1.1. Craft Scotland as Conventional Entrepreneur 
 

Craft Scotland – as a craft development organisation – seemingly operates as 

conventionally entrepreneurial (Pagano et al., 2018; Guercini and Cova, 2018) in 

the delivery of this tradeshow opportunity. By recognising NY NOW as a valuable 

opportunity, assessing its commercial potential, and introducing the opportunity 

to the craft ecosystem, the organisation enacts conventional entrepreneurship in 

order to alleviate the entrepreneurial demands placed upon Scottish craft 

practitioners. In addition to this, the accumulation and alignment of available 
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resources, like the Department for International Trade’s Tradeshow Access 

Programme funding stream, and the involvement of an internationalisation 

expert14 to host a training workshop for the exhibiting cohort (see Appendix D2) 

demonstrates a conventional approach.  

NY NOW as an example of a craft development organisation opportunity is 

significantly more complicated than some of the organisation’s other national 

events that are created in its role of producer, where the organisation carries 

significant control and enacts a flexible and iterative approach to the 

development of the event. This adaptation to the organisation’s working process 

demonstrates some of the finer oscillations a craft development organisation like 

Craft Scotland must enact in order to address perceived gaps within the 

development infrastructure of Scottish craft, align necessary resources, and 

deliver for the craft sector. However, by taking the responsibility for the 

discovery or creation of opportunity, the organisation risks exposing event 

participants to an unsuitable opportunity. This is certainly witnessed in the cases 

of a number of exhibitors who place almost unlimited trust in the decisions of 

Craft Scotland only to have made significant losses, and experience 

disappointment. 

i. Trusting Craft Scotland as Broker of Resources 
 

Craft Scotland plays a major supporting role for exhibitors, and has developed 

significant trust within the craft community. As one exhibitor states, its previous 

                                                        
14 International export is a key objective for the Scottish Government (2015; 2019), influencing 

government strategy. As NY NOW is an internationally based opportunity, an expert in the 

process of business export and international markets was brought in to lead on the training 

session. The goal was to prepare the exhibiting cohort for the unique demands of international 

trade.  
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experience of attending the event with another organisation had been negative 

‘because they did hee-haw to help us. They took the money and ran’ [Dana]. 

Elaborating on their trust for Craft Scotland, the exhibitor stated:  

“I worked with [Craft Scotland] on a number of occasions, on national 

and international events, and I trust them 100% and I just believe in 

them, and I believe that Scotland needs to be seen on the global 

platform, in terms of making, as a community of makers, and [Craft 

Scotland] are very good at promotional stuff, promotional activities, 

and that is probably why I applied to do it.” [Dana] 

 

The role of Craft Scotland as a broker of events is apparent here, with exhibitors 

valuing the organisation’s previous support for them, as well as the power they 

perceive the organisation to wield when it comes to promotion and advocacy. 

Reflecting trust in the ability of Craft Scotland to align and provide access to the 

most useful possible resource takes significant pressure off of participants who 

might otherwise have had to do this alone and without guidance. For example, 

several exhibitors spoke of the fact they felt assured by Craft Scotland’s 

relationship with the NY NOW organisers. In a position of influence compared to 

that of the individual exhibitors, Craft Scotland could negotiate with the NY NOW 

organisers on behalf of the exhibitors, again managing what might be an onerous 

task on behalf of the exhibitors. Without this support, they might have otherwise 

have felt helpless. This could be extended to many of the processes necessary to 

engage in the opportunity. Thus, the relationships brokered by Craft Scotland in 

order to deliver the event not only eased the burden upon the exhibitors, but 

also invited them into new, complex networks of relationships that they may 

previously have been unable to access.  
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However, not all relationships brokered were successful. A number of 

exhibitors questioned the usefulness of the internationalisation training 

provided, and its lack of relevance to them as a creative enterprise: 

“I think it could have been more tailored towards erm, us as a group, 

or like small independent makers, as opposed to us as small 

businesses. I mean obviously, we’re trying to be small businesses, but 

we’re coming from a very different starting point, as opposed to 

someone who has just set up a business that wasn’t necessarily 

creative, so for me personally there were some things that they were 

suggesting, that I was like… I mean maybe I should do them? But I 

never would do them, because they just felt too corporate.” [Alex] 

The perception of the training’s incompatibility is a clear example of this craft 

practitioner’s own understanding of their unconventional status. Identifying 

themselves as a small creative business, and therefore in need of more tailored 

support, this practitioner wants recognition for the unique facets that 

differentiate them from a typical small business. It also shows a lack of 

willingness from the craft practitioner to explore developmental options that lie 

beyond the boundaries of their own creative identity. An activity that feels ‘too 

corporate’ is an activity the practitioner is not willing to do. Thus, the 

introduction of this kind of training by Craft Scotland was rejected by the cohort. 

Mostly there was a sense that the training did not address the most common 

questions the exhibitors asked, showing a disconnect between the training 

provider and the cohort that should have been brokered by the organisation. 

Indeed, many of the exhibitors supplemented the support and guidance received 

from Craft Scotland with self-sourced resources. Cael spoke of their own use of 

alternative training that was available from Scottish Enterprise. Accessing this 

training of their own volition in preparation for participating in NY NOW, Cael 

went on to recommend it to other exhibitors as a useful course: 
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“I told a few people at the Craft Scotland [workshop] about [the 

Scottish Enterprise training] and said you know you should look into it 

because it was […] all the questions that people had mainly asked at 

the Craft Scotland workshop […] [were] like the actual black and white 

way of doing stuff, and that was definitely what the Scottish 

Enterprise one was.” [Cael] 

 

Enhancing their experience of the opportunity by sourcing additional 

training demonstrates that the exchange that occurs between a practitioner 

and the craft development organisation when participating in an 

opportunity does not happen in isolation, but can draw from many different 

areas of the ecosystem. For Craft Scotland, an opportunity was missed to 

draw upon the expertise that might have been available via other Scottish 

organisations, such as Scottish Enterprise or the Creative Entrepreneurs 

Club.    

 Despite this seeming resourcefulness, one of the biggest issues relating to 

the training provided at NY NOW was the advice on connecting with buyers, 

particularly the use of business-related platforms like LinkedIn. There was 

reticence to connect with anyone from outside the creative domain, or at least 

the domain in which the exhibitor saw themselves embedded. This created a 

tension around the type of connections and relationships the exhibitors were 

hoping to build, and the type of connections and relationships they were being 

encouraged to form. When asked to elaborate on their experience of the 

training, Alex stated: 

“The big stockists, the buyers, are bound to have a profile 

on LinkedIn, but the smaller boutiques, business owners, I 

don’t know how, if that is the most useful way of reaching them? And 

then things like… oh my god, the website optimisation, things like that 

are important, but things like buying an American phone number so 

people can phone you, er I dunno, it doesn’t seem like stuff like that 
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would be a big priority. Maybe I’m naïve. Maybe it would massively 

increase things, but all the discussions that I have with stockists that I 

do have and that I have met has all either been by Instagram or email, 

and it’s all been a lot less… formalised?” [Alex] 

 

In the role of unconventional entrepreneur, exhibiting craft practitioners 

seek to connect with unconventional forms of investment. They do not seek 

the more corporate buyers working for larger international stockists, but 

rather independent boutique owners reflecting ethics and practices similar 

to their own. This presents an interesting question about whether the 

concept of the unconventional entrepreneur is predicated on an 

expectation of a conventional investor. A major element of unconventional 

entrepreneurship according to Guercini and Cova (2018) is the 

disappointment felt by the entrepreneur when their venture is unable to 

gain traction thanks to the limited market. Despite Alex looking to appeal to 

an unconventional investor15 that is less formal in nature, there are some 

elements of professionalism that they believe has to be maintained in order 

to secure interest: 

“The more you look like you have made an effort, you know, I think it 

helps and shows that you’re serious and are taking it seriously.” [Alex] 

 

So despite seeking access to less formalised markets, this exhibitor still 

makes considerable effort to be seen as serious within the market. This is a 

concern that exhibitors extended to their neighbours, in the belief that 

                                                        
15 The term ‘investor’ is used broadly by Lounsbury and Glynn (2001) to indicate a party whose 

investment (usually pecuniary) in an entrepreneur could be secured as a result of the 

entrepreneurs successful use of storytelling. In this scenario, investors in the craft practitioners 

exhibiting would be potential buyers of a craft practitioner’s product, for example retail buyers 

from small boutiques, independent stores, or cultural venues. However, it could also be extended 

to anyone offering added value, such as new collaborative partners, or social media followers. 
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sharing the space with their peers demands a level of consistency in style 

and quality. This consistency, however, was in question thanks partly to the 

international interpretations of craft that were on display within the 

exhibition hall.  

ii. Collective Craft Identities 
 

Developing awareness of the context of an international wholesale showcase 

arises as an important but somewhat unexpected task that has implications for 

exhibitors. This ranges from the differences between the Scottish and the North 

American interpretation of craft that in turn impacts the positioning and success 

of exhibitors, through to the expectations and standards when it comes to the 

logistics of pricing products, postage of orders, or customs. The role of ‘local 

understanding’ (Morgan, 2016, p.161) in developing situational reflexivity thus 

comes to the forefront. Those involved in the international trade show must 

work to recognise the contextual nuance of the event, adapting to the 

alternative setting of their retail operations. As with any form of creative 

production, craft is a subjective matter. An organisation like Craft Scotland, in the 

role of intermediary, plays a key role in the communication of ideas that may be 

subversive (Khaire, 2017) – in this case, the reconceptualisation of ‘craft’ as a 

contemporary, design-led practice in opposition to a prevailing mythology of 

traditional Scottish crafts practice. In doing so, Craft Scotland seeks to create a 

new market of consumption for Scottish craft that relishes innovation. However, 

at NY NOW the exhibitors were situated amongst a collection of international 

crafts exhibitors that represented a variety of regionally-specific practitioners 

that drew heavily upon the making heritage and traditions of their nation.  
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An apparent divide between the novel representation of Scottish craft and 

the expectations of the American organisers emerged as a hurdle for many of the 

exhibitors, who questioned the appropriateness of their positioning in the hall:  

“The lady in the stand next to me, she was lovely and she was selling 

loads of work, and she was very experienced, but her work was, you 

know [pause] It’s just not the same thing, it’s not the same genre, and 

I think the quality is a bit [pause] I don’t want to be derogatory, the 

quality was good for what it was, but in terms of like, you know, 

contemporary design, it wasn’t that. It was something different.” 

[Alex] 

 

“The quality of some of the other exhibitors was not as high as I 

thought it would be, although there was some amazing stuff as well, 

there was some stuff that really wasn’t amazing but it seemed to sell, 

so [shrugs].” [Bobbie] 

 

The concern lies not just in the quality of the work of exhibiting neighbours, but 

in the indicative fact of the neighbour ‘selling loads’, suggesting that buyers 

attending the handmade zone were seeking out a range of handmade items not 

being offered by the Craft Scotland cohort. While selection by Craft Scotland 

provides legitimacy for a craft practitioner, this is diminished by the group’s 

collective inclusion in what exhibitors’ considered a less favourable zone of the 

exhibition hall (see Appendix D1). This exhibitor concern would suggest that in 

fact a shared aesthetic amongst exhibitors could positively influence their 

recognition at the event and, therefore, their commercial success.  

The pervasiveness of the term ‘craft’, and its application to a broad range 

of products and ideas led to a diversity of exhibitor at NY NOW that was deemed 

to be detrimental by some of the cohort. As a value laden term, the inability for 

NY NOW and Craft Scotland to align their collective interpretation of ‘craft’ 

created an additional barrier for the exhibitors to break down. There was a 
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prevailing concern that having such neighbours may even discourage the type of 

buyer the group were seeking: 

“If someone is walking down this aisle, when you see a certain type of 

stand, and you think [pause] If that is what that person is seeing, is 

that really tempting them to walk down the aisle? So, you’re kind of 

relying on your neighbours to be drawing people in to see you as 

well” [Bobbie] 

 

This demonstrates the interdependency of exhibitors, who rely upon their 

neighbours to communicate shared value via their exhibiting presence in order 

to communicate a collective identity. However, this was often stated as being 

one of the benefits of attendance under the banner of Craft Scotland - exhibiting 

together as a group allows for the cohort to present themselves collectively as a 

cohesive community, enabling them to maintain a collective image and 

reputation. With the reassurance of quality neighbours, selected by Craft 

Scotland as intermediary organiser, exhibitors are able to offer a Scottish 

presence that can be promoted as a unique value to encourage sales. One 

exhibitor stated they were more ‘comfortable being among more brands or 

designers that are closer to what I do’ [Dana].  

This shared presence was further enhanced by the British/Scottish national 

identity that was believed by some exhibitors to ‘draw people in’ elaborating 

that ‘there was one buyer yesterday who said he basically exclusively buys stuff 

from the UK’ [Gene]. Promotion of the exhibitor’s national identity as a tool to 

encourage sales not only benefits the individual exhibitor, but the nation’s 

economy more broadly, boosting international awareness of and investment in 

the reframed and reinterpreted creative practice of the nation. This is a key aim 

of the Department of International Trade Tradeshow Access Programme Funding 
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that had been accessed by the exhibitors (UK Government, 2019). It is also a 

dramatic link to the organisation’s strategic mission of craft contributing to 

‘Scotland’s economy and its international reputation for innovation and 

entrepreneurship’ (Craft Scotland, 2018b). However, there was concern that this 

collective power of the exhibitors was not being maximised upon: 

“I think context is so important, you know, at these shows. You’re 

trying to create a bit of your own context, and I think if Craft Scotland 

did it again they could definitely do more to create a context for the 

group, erm [pause] You know, an identity for it within the show that 

would help.” [Alex] 

 

“It’s not really like [pause] I think if you were looking for the Craft 

Scotland stand there’s no signage here, and even like having like an A 

board, like ‘Welcome to the Craft Scotland aisle’ that kind of a thing, 

erm, because it’s not really like, distinctive enough.” [Bobbie] 

 

The drive ‘to create a bit of your own context’ is indicative of the value ascribed 

to the world created by the exhibitor, and how they communicate this world to 

potential buyers through shared values of aesthetics, quality, and concept. It is 

these elements that these participants believe to impart the distinction 

necessary to stand out within a competitive market context. These are issues 

redolent in the external opportunities that Craft Scotland takes part in, where a 

level of autonomy is relinquished in order to adapt to the requirements of the 

event organisers, who set the boundaries and make many of the decisions when 

it comes to defining standards (Khaire, 2017). Loss of such essential control 

opens both Craft Scotland and the exhibitors to a degree of market alienation 

that risks damaging a participating craft practitioner’s vulnerable yet unique 

unconventional entrepreneurial identity. Aligning the standards of all parties 

becomes essential when looking to establish a shared value proposition.  
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Meanwhile, some were very happy with the visual benefit of exhibiting 

alongside other Craft Scotland selected exhibitors, ensuring quality neighbours 

despite the uncertainty of the quality of the rest of the show: 

“I think when you walk a show you realise there is some really, really 

great stuff and some really, really bad stuff, and I think you know 

depending on where you are you could be sitting amongst people 

who are not that great, and then you don’t look that great, or you just 

look a bit odd because you look out of place in that area,  where as 

we’re all of the same calibre, we’re all of the same standard, and it 

looks great, you know as a whole.” [Eliot] 

 

Significant tension arose between Craft Scotland and another delegation leader 

in relation to the presence of another British cohort hosted by British Jewellery 

and Giftware International. The British pavilion showcased a number of small 

businesses across several sectors in the hall, and they were in a position adjacent 

to the Craft Scotland stand. Some participants felt this had a negative impact: 

“It’s kind of confusing having the British flag with Craft Scotland, 

because people might think we are part of the British set, but 

actually, we might as well have been part of the British pavilion, and 

been one big long stand. You’re better off as one strong unit, rather 

than separated into smaller chunks.” [Gene]  

 

Valuing the potential for the competitive advantage that might be attained when 

exhibiting collectively, division between the two representatives was seen as a 

weakness that might negatively impact exhibitors, and further confuse 

understanding of the collective identity. Rather than a united front, there was 

concern about competing with the other UK cohort. The result was 

disappointment across the cohort concerning their positioning and promotion 

within the exhibition hall, with a sense that their national identity and 

accompanying indicators of quality and value were not able to be fully 
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communicated to, or appreciated by, the parties whose attention was being 

sought.  

7.1.2. The Story of the Opportunity 
 

With this conflict of interpretation came a sense of disappointment around the 

reality of the exhibition opportunity when compared with a participant’s 

expectation, or previous experiences. A pervasive force amongst the exhibitors 

was the storytelling surrounding NY NOW, and the influence this had upon their 

decision to take part, their experience of the event, and inevitably how the event 

would go on to be used to shape their unique entrepreneurial craft identities. 

Particularly obvious were the stories and experience used by Craft Scotland in 

order to make the decision about the inclusion of NY NOW in its programme. The 

decision to include NY NOW was based upon Go and See trips hosted with craft 

practitioners (see Chapter 5.1.3), folding the community into the decision-

making process of the organisation’s programming. This was supplemented by 

recommendation from more experienced exhibitors such as Dana, who had 

attended the event numerous times before.  

These stories set expectations for the participants, dictating their 

relationship with the event (Garud et al., 2014). However, the event is not a 

static space, and changes in the nature of the event were believed to have 

implications for the suitability of the event for some of the makers in attendance: 

“Prior to 2012 it used to be [mostly independent exhibitors], there 

was lots of smaller bougie16 shops and independent stores coming, 

and I think it’s perhaps changed.” [Dana]  

                                                        
16 Bougie is a slang word for luxury or high end, derived from the word 

bourgeois. Although it is sometimes used derogatively, in this case this was not 

the respondent’s intention.   
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“People are saying there was really nice designers doing handmade, 

and they have all moved to Object Shoppe. So there is some people 

saying there are not as many stands here as there were last year, and 

I think people doing a certain type of work of a certain quality and a 

certain contemporary aesthetic, they are not here this year.” [Bobbie] 

Craft Scotland had not accounted for the potential for change in the nature of 

the event, making the event potentially a less suitable option for programme 

inclusion, and compromising the legitimacy of the event as a useful opportunity, 

but also Craft Scotland as a selector of the opportunity. Indeed, the experience 

of many of the exhibitors was set to further augment the nature of the story 

being built around NY NOW, and potentially hamper future cohorts: 

“I do feel a bit sorry for Craft Scotland though, because they’ve had to book 

in for next year already and I’m like, if you’ve got 11 folk not raving about 

how brilliant it was that’s going to be quite tricky.” [Dana] 

 

The testimonies of the exhibitors at the event will go on to be used by Craft 

Scotland in order to engage future participants. While it is possible participants 

may revise the public story of their experience in order to preserve their own 

legitimacy (Garud et al., 2014), the story they share with other practitioners may 

be less positive. Thus, it becomes clear that managing the expectations of the 

exhibiting cohort is essential if Craft Scotland is able to ensure the future viability 

of the event within the Scottish craft entrepreneurial culture.  

i. Exhibitor Stories 
 

Some exhibitors had elected to partake in the event after hearing 

colleagues and peers talk about the event, believing it to be a worthwhile 
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event for them, demonstrating the value and trust placed in the experience 

of others when making major business decisions:  

“When others have talked about doing [NY NOW], it sounded 

completely different. And I think that is a difficult thing, it’s such a big 

decision to make financially, to do one of these shows.” [Alex] 
 

However, this exhibitor’s disappointment in the event left them feeling 

bemused as to its suitability for them and their business. The event’s 

inability to compete against the stories of this exhibitor’s trusted peers 

undermines these valuable connections, creating new negative stories that 

counteract the positive ones. Meanwhile, some exhibitors came to NY NOW 

with previous experience of the event. While this may offer an advantage, 

this previous experience had left some feeling disappointed when 

comparing it to the reality of what they were now experiencing. This 

disappointment manifested itself in different ways. Some of the exhibitors 

expressed interest in being in alternative sections of the exhibition space, 

including the design area, a stationery tradeshow that was running 

concurrently in the same building, or indeed with another organisational 

host entirely.  

Compounding this sentiment was the positioning of the exhibitor 

stand, the proximity of which to areas such as a workshop zone, food stalls, 

and wine tasting stand was deemed a distraction by participants. This 

further contributed to the perceived lack of presence that some 

participants felt was surpassed by other parts of the exhibitor hall: 

“I think it’s not as good as I was expecting. I think the booth is nice, 

and that’s good, but the location is a little bit too far from the main 

entrance, and I dunno. I have never been in this area. I always went to 
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that [design] area… So it is really different, we used to have a really 

good location, even just with this small table, it would work really 

well.” [Hann] 

 

Highlighting the negative impact of the poor location, this participant’s previous 

positive experience saw them making significant sales despite a relatively small 

exhibition space. Despite having a very similar space to the previous year, the 

new position for them has negated their experience. This then augments their 

unique story of NY NOW, demanding they adapt their previous positive 

experiences to include this new negative one. Meanwhile, issues like the position 

in the hall, negotiated by Craft Scotland, being deemed unsuitable led to 

consternation amongst exhibitors, who found themselves having to reassess 

their expectations. Such disappointment prompted them to reimagine 

themselves in an alternative setting, and the ways that alternative may be of 

benefit to them. Alongside proactive adaptation to the surroundings in order to 

mitigate the circumstances (creating new booth layouts that spread out into the 

aisles; introducing additional lighting; placing promotional material around the 

venue; contacting buyers and retailers via social media to encourage them to 

visit the stand), exhibitors also poured much time into reflection and the building 

out of scenarios that could explain how they might have performed differently: 

“It’s really difficult, to pick through all [the scenarios] and know where 

to go next? Because, you haven’t got the answers as to why [the 

event has] not worked, you’re looking for answers, but it is impossible 

to work out where to go to get them. So you just end up doubting 

yourself, that is the worst thing, that’s the one [pause] I know my 

neighbour is feeling a bit like that as well, well everybody really, 

hasn’t had the greatest experience, so you just sort of think ‘what is 

it??’ And that’s hard.” [Fran] 
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This reflexivity required to assess and adapt to unfavourable 

circumstances can be managed by an exhibitor through the (re)creation of 

various storylines. While this invisible labour is undergone to help the 

individual make sense of their experiences (however exhausting), it is a 

process that enables them to extract as much informative value as is 

possible from an opportunity – even when it is difficult to pinpoint. 

However, some did go on to use the story of their attendance at the event 

as a kind of currency, enhancing their entrepreneurial identity: 

“What I also find beneficial is when I go back home, and people are 

kind of like ‘oh you were in New York with Craft Scotland!’ and that 

drums up a bit of a story line as well, and there’s a narrative that goes 

along with that, well I kind of try and make a bit more currency out of 

that where I say ‘Oh I’ve just been to New York’ and so the story 

continues.” [Dana] 

 

Here Dana uses their time in New York for its significant social value – a 

culturally-rich story that impresses potential customers or investors with a 

legitimising effect (Garud et al., 2014). This sees Dana gaining significant 

value from their attendance, even if their experience was disappointing. 

ii. Unknowable Returns 
 

While a great ending is an essential element of any good story, for the exhibitors 

it was impossible to know exactly what their returns would be for their business 

when entering into this event. This unpredictability, Sarasvathy et al. (2008) tell 

us, is a symptom of novelty. While such unpredictable outcomes are a common 

element in unconventional forms of entrepreneurship (Pagano et al., 2018), it 

makes it much harder to learn from experience. For some, their first attendance 

at this event was about creating an initial impression that would go on to be built 
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upon with future attendances. However, some exhibitors’ expectations of this 

typical scenario of having to invest time in building a foundation were far 

exceeded: 

“My experience of trade fairs is you know you might show at the first 

one you do, you just, it’s more like, it’s getting people to notice you, 

and I wouldn’t even necessarily expect to take an order […] I would 

have been really happy with one order. But, I’ve yeah, sort of yeah, 

I’ve blasted my expectations really.” [Gene] 

 

Even though many exhibitors seemed to share this belief that many years of 

attendance at the event had to be invested in order to see significant returns, 

they still demonstrated concern if they had performed poorly. When it does not 

work out, it is almost impossible for the individual to know exactly what is 

wrong: 

“If you’ve had a shit show, it might be just that people couldn’t find 

you, it might be that you’re so far back people have spent their 

budget before they even get anywhere near you […] people might not 

want to come to somebody that is a first time exhibitor, because 

maybe they are a risk and they can’t fulfil an order […]and it’s really 

difficult to pick through all that.” [Fran] 

 

 Although a small number of exhibitors went to the event with specific goals, it is 

not always possible to ensure these goals can be achieved. Meanwhile, most 

took an explorative approach. However, this uncertainty was seen by many as a 

normal part of working such events:  

“I have this massive order that I am working on right now, and that 

came about when I did the shittiest trade show in the world […] I was 

there and I was like ‘this is not my scene, this is just, I’m lost here’ I 

was just really thinking ‘this is shit’ and then, they’ve ordered £26,000 

worth of Christmas stock.” [Cael] 
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Even the most negative experience can go on to become a really positive 

one. However, it was not always possible for exhibitors to share such 

stories with each other, as Cael went on to describe: 

“I wanna share stories like that, but then I don’t want to share them 

because it’s like ‘look how well I’m doing!’ but then it really can 

happen. [The buyers] didn’t even speak to me, they just emailed me 

months and months after.” [Cael] 

 

This concern for the group dynamics of the exhibiting cohort had major 

implications for the continued sharing of valuable stories such as this one.  

7.1.3. Shared Experience 
 

The process of sharing previous experience was established early on during the 

internationalisation training, where space was made for exhibitors’ knowledge-

seeking via the shared stories of established practitioners’ previous experience. 

This provided the group with valuable practical insights. It quickly became 

apparent that the group exhibited a wide range of experiences, from 

international trade show novice, up to 20 years of experience. Although guidance 

was provided regarding logistical issues on trade, export, and customs, those 

with experience proved to be invaluable in the development of the group’s 

knowledge providing a perspective that contributed to group aspirations. 

However, subsequent discussion and conflicting reports shared via a WhatsApp 

group may have also contributed to group anxiety. This undoubtedly 

exacerbated an already high pressure time, as one exhibitor explains: 

“I think everyone is so keen to help each other out […] cos I think that 

is the huge benefit of coming out together. With things like the 

pricing and the shipping and stuff, it was helpful that we could all chip 

in, but also sometimes it over complicated it, and I felt like, especially 

in that WhatsApp group, people almost whipped each other up into 

like a frenzy.” [Cael] 
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“It became more complicated. Well, you saw the discussions on 

the WhatsApp group. People saying different things, and I, you know, 

in a way I think that made it more complicated than it needed to be.” 

[Alex] 
 

Value came not just from the Scottish cohort, but from other exhibitors at 

the event too. Stories of previous experiences at NY NOW as well as other 

events, more lucrative times of year to visit, or particular buyers to look out 

for were shared, making the other exhibitors a kind of short-term network 

that could be accessed for information: 

“I have never ever come to a trade show and not made friends 

with the people each side of me, I think you’ve got such a 

shared experience and emotions from making it all work […] I 

think nobody really understands the stress and the drain like 

other people that are doing it. And I think you have this 

common goal, you know nothing can make me happier than, 

you all want each other to do well basically.” [Cael] 

 

While some exhibitors sought experience from their peers before (see 

Chapter 7.1.2) and during the event, others worked to create stories of 

their own experience in order to share with peers afterwards: 

“I’ve got lots of friends that do similar things to me, or have 

small creative businesses, I’ve talked about it a lot with different 

people and they’ve said oh you know ‘was it worth doing?’ 

‘what were the benefits?’ ‘what were the best bits?’ So I’ve like 

chatted about it with so many people who have had a vested 

interest in knowing if it is potentially worth doing for them.” 

[Cael] 

 

This creates further entrepreneurial stories that can enhance the 

entrepreneurial culture of the Scottish craft ecosystem. By sharing stories 

of their experience at NY NOW, the exhibitors pass on valuable insight into 

the experience of the event: how they applied; which resources were most 

useful; who they met there; what they enjoyed; mistakes they made; what 
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opportunity it brought them. By doing this, the process becomes 

demystified for others, and a sort of story chain is created. Those who at 

one point benefitted from the knowledge and experience of previous 

exhibitors are now able to pass on similar stories of experience, befitting 

their peers. This in turn promotes confidence not just in NY NOW as an 

event, or Craft Scotland as a gateway of access to the event, but in the 

process of selling in an international context, or indeed to wholesale 

buyers. Thus, craft practitioners become better informed of the Scottish 

craft entrepreneurial ecosystem including potential future markets (NY 

NOW), finance (Department for International Trade Tradeshow Access 

Programme), and support (Craft Scotland).  

i. Sharing Success and Failure 
 

While the assertion that being at the show as part of a group was ultimately of 

benefit to individuals, any of the cohort’s concerns were compounded by the 

impact of each other’s success and failure, creating an unmistakable tension in 

the group shaped by the differing levels of success each exhibitor had 

experienced. While this issue was rooted in the factor that failure to sell equated 

to failure to reach predetermined goals or targets of making a profit, or meeting 

new stockists, there was a distinctly emotional element that impacted all 

exhibitors, irrespective of success:  

“I think because it was so quiet at certain points, we all got just a bit 

like ‘Ughh!’ You know? ‘Where is everyone?’ But obviously some 

people weren’t getting any orders, so there was a little bit of a kind of 

slightly down feeling in the group that I felt.” [Alex] 

 

“I think it can be difficult, because I don’t want to ask people how 

their days are going, because I think it [pause] I don’t want to make 
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them feel awkward, but also [pause] um [pause] It’s hard, sometimes 

people were upbeat and bubbly up until yesterday, and then there 

was a sense of ‘fuck it, I’ve had enough’ and I think [pause] It doesn’t 

bring down the mood of the group, but you do feel for them, because 

you know how exhausting it is.” [Cael] 

 

While failure can provide a critical learning opportunity, the negative dynamic 

created in the group by the experiences of others limited their ability to 

communicate with each other, share advice or uplifting stories, or celebrate the 

success of others. This is a particularly difficult situation for Cael, whose apparent 

success in securing a number of big sales and major contacts could not be shared 

or celebrated with the group for fear of appearing a ‘tall poppy’ (Peeters, 2004). 

Such self-imposed limitations are thought to occur regularly in creative domains 

such as craft (Dore, 2017), and have been considered a factor in a perceived 

reluctance in taking on leadership roles in the sector (Goodwin, 2020). This 

would seem like a factor that may arise regularly when attending such an event 

as a part of a group; there is no guarantee that all participants will be able to 

perform equally (at least in a measurable way). However, managing such group 

dynamics is a complicated task. While the attendance of the individual 

practitioner may be reliant to an extent on a collective identity, in reality the 

individual has gone to represent, and develop, their own enterprise. This duality, 

then, demands significant navigation in order for participants to nurture both 

their collective identity and their individual entrepreneurial identity. This may 

potentially mean one identity may suffer in order to preserve the other.        

While the variation of exhibitor experience could have driven a wedge into 

the group’s ability to share experiences during the event, for some it did present 

a bonding opportunity, even serving to reassure exhibitors that it was not 
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necessarily something they could control or were responsible for, with one 

taking comfort that ‘out of the 12 of us, I believe maybe four or five of us have 

made sales, so the majority have yet to crack it’ [Dana]. This does not stop poor 

performance impacting on the exhibitors’ confidence, reflecting the extent to 

which their self-worth and emotional value is tied up in their success as a 

commercial practitioner, with one comparing the experience to an audience not 

clapping, stating it was ‘like stand-up comedy – you put yourself out there, and 

nothing’ [Fran]. The problem of not garnering attention, or making sales 

becomes, a sense of rejection that is deeply felt: 

“It’s so personal. It’s not just financial, you’ve spent a lot of money to be 

here, and if you haven’t made back that money, you know, you have 

taken all that time away from work apart from anything else, and you’ve 

spent all the money to travel and accommodation and that, but it’s also 

more than that. The confidence, you get a knock.” [Cael] 

 

The sensitivity within the group apparently inhibited opportunities for the 

sharing of personal experiences or positive stories that may have otherwise 

promoted greater morale or positivity in the group.  

Adaptation to this success and failure is closely linked to the need to develop 

local understanding. As an entrepreneur driven first by passion, a craft 

practitioner may have had less experience adapting to market or consumer 

needs and expectations (Nielsen et al., 2018). However, the opportunity 

demands exhibitors have the ability to constantly assess and adapt to their 

situation in order to maximise upon potential, and the event seemingly offered 

space for exhibitors to reflect upon this, stating: “I think if we ever did another 

show in the States again, if it was lifestyle, we would change our products” 

[Bobbie]. In addition to this, an exhibitor’s ability to adapt is limited by the 
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resources available, which in an international context may be less than usual 

when seeking to introduce new elements to instigate necessary disruption. 

These ‘logistics’ were referred to by many of the first-time exhibitors, as they 

explored accessible possibilities for solving problems that arose during the show, 

demonstrating the value of experience when managing logistical planning for the 

event:     

“...working out the logistics of how… cause you know when I do 

shows in London, I can take whole bits of furniture, and borrow my 

sister’s car, and transport as much as you want to, but yeah, if you’re 

flying you have to think of other solutions to [pause] Yeah [pause] 

Make it work.” [Gene] 

 

Two exhibitors participating included the event as part of a trade show tour, 

attending several events in succession with a pre-prepared collection and set-up. 

While this experience and preparedness did not necessarily result in enhanced 

sales for them, the impact of the effort was lessened as they were prepped and 

ready to go. Indeed, those with the least experience appeared to have the most 

positive involvement, seeming to gain the most while holding fewer 

expectations, in turn informing their future decisions.   

ii. Informing Decision-Making 
 

Participation in the event was a significant learning experience for the exhibitors, 

contributing to decision making that informed their future process and 

operations, in turn influencing their ‘possible selves’ (Farmer et al., 2011, p.247). 

This differed depending upon an individual’s levels of prior trade show 

experience, success, and the alignment of shared values. The emotional toll of 

the event contributed significantly to one exhibitor’s decision making: 
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“I’m so fed up of slogging my guts out to make things work and 

coming away with heehaw, and I’m just fed up with that, and I can’t 

be arsed, and I’m not doing it anymore.” [Dana] 

 

Having reached the limit both logistically and emotionally, the decision was 

made by this exhibitor to forego the tradeshow model as a retail market, and 

remove it entirely from their business model. However, it is the exhibitor’s 

experience and the availability of a number of other established income streams 

that allows them the autonomy to make this decision. During interview they 

went on to acknowledge that someone at the beginning of their career journey 

may not be able to make the same choice. Those with the least experience had 

the most to gain, while also having to endure the most difficulty.  

It was not just the emotional strain that influenced such decisions, but also 

financial ones: 

“It’s a financial cash flow disaster. You kind of put it out, take a punt 

in doing something in the hope it pays off, if it doesn’t then, I mean, 

then... You’ve just blown £2,000, £3,000, whatever it is, and you’ve 

got to find that somewhere else to take another punt, somewhere 

else. It just, you know, you can’t do that forever.” [Fran] 

 

This statement demonstrates the limitations this kind of project-based working 

places upon an individual, and how easily they are able to integrate different 

models of working. The considerable impact which one financially unsuccessful 

show can have on an exhibitor’s ability to afford attending another in the future 

demonstrates the precarious situation they are placed in, where poor sales in 

one event jeopardises potential for future participation in other events that may 

prove more rewarding. In this case, the experience of the show does not just 

influence decision making, but forces it through the limitation of necessary 

resources like funding capital.  



 322 

In addition to this, inclusion in the event enabled new exhibitors to make 

judgements on their suitability for events, adapting their approach in order to 

improve their future potential:  

“I want to come back for the one that is close to Christmas. I think this 

one is too early, so I think I definitely have learnt a lot from being 

here.” [Cael] 

 

However, the biggest influence has been the extent to which the event was able 

to align with the production decisions of the exhibitors, with several commenting 

they would expect to change their product ranges or positioning in the future in 

order to adapt and better align themselves to the new international market, 

demonstrating a conventionally entrepreneurial adaptation to the needs of the 

market. As Bobbie stated: 

“Lots of people have been asking about one product, but asking if 

they were something else. And we’ve had a lot of requests for that, 

it’s been the main theme of our interactions, like 50% of them 

probably, so we’re thinking if we do a show in the States again, that 

will be the product we focus on.” 

 

This differs vastly to Alex, who despite sharing many of the concerns of Bobbie in 

regards to the collective identity of the event, ruled out their future attendance, 

believing it was not the right fit for them: 

“Erm, I think it is unlikely [they would return] [laughs] I mean it has 

cost me a lot of money to do it, erm, and I’m not at the stage where I 

have covered the costs for it, but I think my main concern was that it 

was just [pause] being a part of such a big event [pause] it just wasn’t, 

I just don’t think it was the right kind of venue for me, or the right 

kind of buyers.” [Alex] 

 

The failure to cover costs was less concerning than the simple fact that Alex was 

not happy to align their business and products alongside other exhibitors. 

Believing that other opportunities available (e.g. Object Shoppe, a curated 
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design-led retail pop-up market that was being hosted in a warehouse on an 

adjacent street) would be more suitable and better reflect the values central to 

their business, this unconventional approach sees the practitioner seeking to 

meet their own needs instead of the needs of the market.  

iii. Strategic Presence 
 

The role an event such as NY NOW plays in the broader picture of an exhibitor’s 

business model was a factor that demanded attention to understand how such 

an event aligns with the other activities they were involved in as a craft 

enterprise. For some, this meant weighing up the activity against other events in 

order to ascertain which were of most value, and provided greatest return on 

investment:  

“I’ve spent I dunno how many thousands on two trade shows, and out 

of those two trade shows I’ve earnt £197. I can’t do that. I can’t 

sustain myself doing that. There’s stuff happening in my creative 

business, in my creative practice I should say, that is working really 

well, and I could talk long and hard about how brilliant that is, but I’m 

not in a position to let that sustain other parts that are not working. 

So I’m just not going to bother.” [Dana] 

 

Successive attempts to sell at tradeshows had started to offer such poor 

financial returns, this exhibitor decided to eliminate them from their 

business model despite having used this way of working for nearly 20 years. 

They go on to explain: 

“It’s vastly expensive, and costs in terms of finances and time […] 

other things don’t get done while I’m prepping for those shows. And 

it’s just […] more pressure. The timing for me is all wrong. It is a high 

pressure thing for me to prep for those shows. So it’s not just the 

finances […] it’s not an efficient use of my time.” [Dana] 

 

The issue of efficiency demands that other elements of a craft practitioner’s 

enterprise must be aligned in order to make sure the most value is 
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extracted from these activities. Dana had previously combined their 

international wholesale event attendance with other international shows:  

“For a number of years I’d go off and do a show in San Francisco a few 

days later, so the same collection, and that was a really good, cost-

effective use of my time and my finances […] and then I’d go home 

and I’d just get on with it” [Dana] 

 

By earmarking time in their annual schedule to attending a cluster of 

international events, a practitioner can strategically enhance their presence at an 

event, making the best use of the time, resources, and connecting more fruitfully 

with customers.  

This combining of events was something discussed by other exhibitors who 

intentionally marked out space in their calendar to prep for and attend shows: 

“I already had the work prepared from Maison et Object in Paris in 

January, so I actually didn’t feel like I had to do too much work to 

come here, the booth is very similar […] I wanted to concentrate on 

all of the shows at the same time, it might mean I am really busy, but 

at least everything is packed and prepped and you don’t have to think 

about too much […] it is quite an efficient way for me, to set up and 

prepare and have prices, and even to contact the buyers, because I 

met them in Paris, and I can say hey, come see me in New York.” 

[Hann] 

 

As an experienced attendee of international trade events, Hann was able to 

combine their resources and invest time in a number of shows to create a 

stronger international presence. However, little discussion of the way an event 

like NY NOW would sit alongside other activities or income streams was offered 

either by Craft Scotland or the internationalisation training. Indeed, such 

discussion two weeks ahead of the show would be redundant, as attendance at 

such events requires significant prior planning. This short-term turnaround time 

creates significant problems for the exhibitors, who are less able then to 
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incorporate the event into a more strategic plan that can overlap with their other 

activities as a craft enterprise. It also contributes to the uncertainty that is 

considered a standard within the project-based working of a practitioner (Coles, 

2016; Eikhof, 2017; Luckman, 2018: Luckman and Andrew, 2018), and a key 

feature of an unconventional entrepreneur (Pagano et al., 2017). In its role of 

conventional entrepreneur, the expectation might be that Craft Scotland would 

contribute opportunity that would tackle the issue of uncertainty for craft 

practitioners as unconventional entrepreneurs. However, in the example of NY 

NOW, Craft Scotland reproduces the circumstance of uncertainty by working to 

such a short turnaround time. This is further exacerbated by the time of year the 

event occurred, at the start of the new year, meaning preparation must happen 

during the run up to Christmas. This in turn contributes a significant workload to 

the practitioners.     

7.2. Summary 
 

Participation in a craft development opportunity like NY NOW has a significant 

influence upon the entrepreneurial identities of the craft practitioners involved. 

The event is used by participants, like many creative practitioners, as a way of 

managing the fluid, project-based nature of working in the sector (Eikhof, 2017; 

Luckman, 2018: Luckman and Andrew, 2018), integrating it with a number of 

other activities. The perceived freedom and autonomy of such ways of working 

can also be seen as a desirable feature of such work as a craft practitioner 

(Kovesi and Kern, 2018). This results in the ‘alternative entrepreneurship’ 

(Luckman, 2018, p.321) that has drawn critique for the uncertainty and 

vulnerability that it can exacerbate due to the lack of long-term stability. This 
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uncertainty is something that is actively balanced against the desire for 

perceived autonomy by individuals enacting it (Eikhof and Haunschild, 2006; 

Guercini and Cova, 2018). Indeed, the alternative forms of entrepreneurship 

need not be seen as a negative, but rather as an act of resistance (Jakob, 2014) 

towards conventional forms of entrepreneurship that uphold values that are 

counter to the values embedded in the identity of craft entrepreneurs. This 

critical approach to activity sees entrepreneurial individuals such as craft 

practitioners creating a ‘parallel universe of activity’ (Feld, 2012, p.143), where 

they only participate in the top-down opportunity they deem to be most useful. 

The reality of the event has shown that not all participants found it to be as 

useful as they might have expected. However, few took part in the event with 

any particular expectation for outcomes other than leverage for their own 

experience, where they can go on to operate and trade upon the knowledge and 

value they have gained. This operation builds the non-linear ‘protean career’ 

(Hall, 2004 cited in Luckman and Andrew, 2018, p.126) – a career that is guided 

by the individual, rather than an organisation - that offers the much sought-after 

agency and autonomy. Therefore, the opportunities a craft practitioner chooses 

to partake in bear influence on how they develop.  

As an integral actor in the provision of developmental opportunity, craft 

development organisations like Craft Scotland lay the groundwork for a craft 

practitioner’s career pathway. Chapter 5 revealed a desire within Craft Scotland 

to challenge the knowledge, understanding, and practice that is the standard 

within craft. This included an expectation for craft practitioners to take greater 

control of their activities, and defy an apparent lethargy reported in the sector. 
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Yet, it is believed that the models employed within industries such as craft are 

usually forms that are familiar to the sector and beyond (Searle, 2017). Indeed, 

Craft Scotland seemingly sets standards for the Scottish craft sector through its 

own activities and programmes as an organisation. Thus, this chapter sought to 

explore a single example of the Craft Scotland programme to better understand 

how such an opportunity might influence the development of the participating 

craft practitioners’ entrepreneurial identities. Opportunities to attend events 

such as NY NOW under the banner of Craft Scotland are an exceptional chance 

for developing craft practitioners, seeking to build and manage their creative 

business identity. Seemingly, this happens through a process of exchange and 

adaptation to new environments, where experience allows an individual to make 

decisions about who they are and the extent to which they ‘fit’.  Whether an 

opportunity has been fruitful or not for an exhibiting individual, the event still 

contributes significantly to the construction of that individual’s identity as a craft 

enterprise or entrepreneur, allowing their experience in an active setting (Raffo 

et al., 2000) to inform decisions about their future possible self (Farmer et al., 

2011). This value is most discernible in those with the least experience, whose 

selection of possible future selves is most varied, due to less established business 

models. This suggests that there is more room at a practitioner’s early career 

stage for the ‘hyper adaptation’ (Nielsen et al., 2018; Hatch and Schultz, 2002) 

made possible through the situated learning of entrepreneurial endeavour, the 

impact of which may be softened by the intermediary brokerage of Craft 

Scotland.  
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This brokerage of an event like NY NOW enables the unconventional 

entrepreneurial identities of exhibitors in four ways:  

1. By taking on the role of conventional entrepreneur, Craft Scotland absorbs 

some of the burden of identifying opportunity, aligning necessary resources, 

and negotiating the market. The organisation enters into several valuable 

collaborative relationships in order to do this, that enhance the Scottish craft 

network and support exhibitors in integrating these new networks into their 

own. It would be an oversimplification to present the opportunity of NY 

NOW as a direct exchange between Craft Scotland and the cohort of craft 

practitioners selected to partake in the event. However, the reality is that 

inclusion in this event positions Craft Scotland and the cohort of makers as 

both individuals and as a group in a much broader web of value exchange 

that is surrounded by other similar transactional webs. While the exhibiting 

group may not have direct involvement in these transactions being brokered 

by Craft Scotland or other collaborative partners, they do nevertheless 

impact upon the success of the event for them. 

2. Craft Scotland facilitates the creation of a number of stories surrounding an 

event such as NY NOW that supplement the entrepreneurial culture of the 

Scottish craft ecosystem. While these stories begin with Craft Scotland, via 

its own research, they are enhanced and adapted by each practitioner who 

uses their unique experience to create a personal story of their participation 

in the event. These stories go on to be shared with peers, with customers, 

with potential collaborators. These may be positive stories, that promote the 

benefits of the event to other practitioners, or are used to secure further 
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opportunity. This goes on to enhance the value of NY NOW and Craft 

Scotland as a valuable partnership, and encourage future participation. They 

can also be used by practitioners to promote themselves as an enterprise 

worthy of investment from customers, funders, or craft development 

organisations in the future. However, they may also be negative ones, 

detailing poor location in the event, or a perceived lack of quality of other 

exhibitors. These stories go on to damage the perception of the 

collaborative relationship that Craft Scotland has worked hard to negotiate. 

Equally, without proper framing they could be damaging to the practitioner 

too. Thus, managing the interactions and experiences that feed the creation 

of these stories is of high importance if the organisation wishes to make the 

most positive impact in the development of the Scottish craft ecosystem. 

3. The sharing of these stories is of major importance to the learning of the 

exhibitors, and must be encouraged. Creating stories of experience, and 

sharing them, builds a web of influence that exhibitors draw upon, and also 

contribute to. By making space for shared experiences, Craft Scotland 

engenders a collaborative and reciprocal environment in the Scottish craft 

ecosystem that build a strong and vital network. Alongside this, the 

experiences that inform the creation of these stories may also see serious 

adaptations for the practitioners as an individual. What is apparent through 

discussion with participants is that, despite the opportunity being a shared 

experience, the way these individuals incorporated the event into their 

business strategy and utilise it to reach personally defined goals were all 

very different, seemingly informed primarily by the exhibitor’s career stage, 
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expectations, and experience of attending previous trade shows. However, 

care must be taken when managing the dual identities of the individual and 

the collective.  

4. Leveraging these moments in order to test their own operational 

boundaries, participation in events such as NY NOW seemingly provides 

valuable space for decision-making. These decisions, in turn, have 

implications for the mid- to long-term plans of the individual, their business 

model, and thus their entrepreneurial identity. The sharing of such 

experience informs decision-making not just for the exhibitors who 

participate in the event, but for the peers and colleagues with whom they go 

on to share their own experiences. This enables others to consider the value 

of such events in their own model of craft enterprise, and make decisions 

about how it would fit in with their own unique activities. However, their 

ability to do this is limited when the organisation expects applicants to the 

event to work to extremely tight deadlines and quick turn arounds.  

The nature of NY NOW as an opportunity is not just the enterprising ideal 

of making sales or building contacts. Instead the opportunity is multidimensional, 

offering experimental, playful, lower-risk moments of change for the 

participants. Revealed is a selection of tools exhibitors employ reflexively to 

manage their experiences, adapting in ways they deem necessary. It is clear that 

exhibitors have a number of operational concerns regarding professionalisation 

and the external understanding of their entrepreneurial craft identities. The 

exhibitor’s expectations when it comes to the nature of that professionalism 

demonstrates goals that may not be manageable when exploring beyond the 
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boundaries of the craft sector. A significant amount of discussion placed focus 

upon distinctly emotional and social experiences, indicating the extent to which a 

craft practitioner’s business function is deeply embedded in their personal 

context and identity.  

While it might be expected that those with greater professional 

experience have the prospect of greater success, a result of honed iteration of 

their repeated participation (Shepherd et al., 2003), this was shown not to be the 

case. Indeed, in some cases the reverse was true and those with the least 

experience seemed to benefit the most, as they carried fewer expectations and 

had the most to learn (Mueller and Shepherd, 2016). Despite this difference, 

there were still several issues shared by the cohort that presented barriers to the 

dynamics of the group. Notable issues were the conflicting testimony of 

experience that led to greater uncertainty in the group (despite being intended 

for assurance), and the limitations negative experience placed on some 

participants sharing their positive experience. Although these dynamics were 

present throughout the entire event, they were often overlooked in favour of the 

benefits that came with the group presence, such as feeling less alone or 

intimidated, as well as the impact of a collective identity.  

In the context of the opportunity, the organisation works to alleviate 

some of the adaptation that might be expected of a practitioner, almost coaxing 

them into developmental situations that otherwise could have been too 

intimidating, expensive, or simply logistically unfeasible when operating alone. 

However, it is apparent that more could be done by an organisation when it 

comes to foreseeing the problematic circumstances identified in this study. As 
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central intermediary, they bear the responsibility of aligning the values of 

stakeholders beyond those of the practitioner. Failure to recognise the mismatch 

of values held by other actors included within the opportunity (e.g. the organiser 

of NY NOW, the other exhibitors, or the buyers in attendance) results in 

disappointment for the practitioner. This risks exhibitors feeling out of place and 

underrepresented by Craft Scotland and NY NOW, causing alienation impacting 

upon their confidence. Alongside this significant emotional impact, a lack of 

success in completing essential tasks such as covering costs, or setting up long-

term supplier connections also has major implications for the continued work of 

an exhibitor. While exhibitors were selected based on aesthetic suitability and 

their ability to fulfil wholesale orders, it is clear that other factors should have 

been considered. An exhibitor’s preparedness, their previous experience of 

wholesale trade, and their ability to adapt to changing circumstances all played a 

part in their ability to draw the most value from the opportunity.  

Acknowledging this, and implementing a more robust framework for 

matching applicants to an opportunity may better serve the needs of the 

exhibiting practitioners in the long run, and help Craft Scotland make the most of 

its efforts. However, we know from Chapter 5 that Craft Scotland has 

experienced difficulties in recruiting suitable participants for opportunities. This 

indicates that any framework would not only demand an opportunity and its 

applicants to be suitably aligned, but that the search for applicants has to take 

into account significant differences in the kinds of opportunity being promoted.   
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Chapter 8 : Discussion and Conclusion 
 

In the preceding chapters, the findings from the three subunits of the case study 

have been detailed, each concluding with summaries and reflections. In this final 

chapter, an overview of these research activities and findings draws out a 

number of synthesised insights from Chapters 5, 6, and 7 collectively. This has 

been done via a meta synthesis (Sandelowski and Barroso, 2006; Erwin et al., 

2011) of each chapter’s findings, drawing on the processes of Thematic Analysis 

to analyse and highlight the connections and overlap of themes and subthemes. 

Through this process, a two maps were created to show the connections and 

relationships (see figure 8.1).  
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Figure 8.1. Combined map of metasynthesis detailing links and connections between findings in sub-units 
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This meta synthesis provided new impetus to revisit literature in the three areas 

of entrepreneurial ecosystems, unconventional entrepreneurship, and identity 

work and play in the form of a Venn diagram (see Figure 8.2). 

 

Figure 8.2. Intersection of each of the three bodies of literature can be used to explain several of the meta 
themes identified in the meta synthesis of findings 

Combined with the meta synthesis, these three areas of literature interact to 

aid the explanation of four meta themes: (1) collaboration and the promotion of 

alternative or multifaceted ways of working; (2) developing distinctiveness in the 

sector, and challenging or rebelling against the idea of the conventional 

entrepreneur; (3) the work involved in creating, managing, and maintaining 

visibility within the sector, and (4) the creation and use of stories. This provided 

direction for the further (re)interpretation of the findings, delivering three 

interrelated contributions to knowledge. Three research questions were 

explored, outlined in Chapter 4.3, seeking to address one central question: 
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How does Craft Scotland enable the entrepreneurial development of craft 

practitioners in Scotland?  

a. What is the role of Craft Scotland in the Scottish craft sector? 

b. How do craft practitioners draw on programmes of support when 

developing an entrepreneurial craft identity?  

c.  What is the influence of international opportunities upon the 

development of the craft practitioner’s entrepreneurial identity?  

This chapter uses visualisation to help communicate discussion and the 

contributions, drawing on the metaphor of flowers to demonstrate the organic, 

unpredictable, and yet malleable nature of an entrepreneurial craft identity. It 

also underlines the need a craft practitioner has for an environment that is rich 

in resources, supportive, and nurturing in order to bloom. This use of 

visualisation is predominantly a sensemaking process for the researcher as well 

as a way to communicate discussion around what might otherwise be abstract 

and intangible (see Chapter 4.2.3). Drawing on the use of similar visuals found in 

the entrepreneurial design literature (Sanders and Stappers, 2008; Nielsen et al., 

2017), the visuals help to illustrate the craft-focussed understanding of 

entrepreneurship that was sought by the research. Thus, the visuals – which 

draw on the researcher’s own training as a surface designer – offer a craft 

appropriate understanding of craft entrepreneurship that may be recognisable to 

both an industry audience of practitioners and an academic audience.  

As was noted at the beginning of the thesis, and again in the 

methodology detailed in Chapter 4, despite being presented in a linear way, the 

real-world, grounded, and exploratory nature of the research has demanded 
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significant iterative processes whereby the researcher moves between the 

theory of literature, the empirical observations found in a single subunit of study, 

and the wider study consisting of three subunits with multiple findings. So, while 

each subunit can be directly linked to an individual sub-question, the reality is 

that each subunit of study delivered findings that could go on to inform all of the 

sub-questions in even the smallest way. As such, the following sections draw on 

all subunits of study to address each area of research.  

8.1. Overview of Research Activities and Findings 
 

In Chapter 5, data were collected from: an in-depth interview with then Director 

of Craft Scotland, Fiona Logue; observation of Craft Scotland events; and analysis 

of Craft Scotland Annual Reviews (Craft Scotland, 2014; 2015; 2016a; 2017a; 

2018a) (see Chapter 4.3.1). In order to understand the connections between 

actors in the craft sector and their geographical spacing, Isenberg’s (2011) 

metaphor of entrepreneurial ecosystems was used as a tool for mapping actors 

(see Appendix A3). This helped to bring structure and clarity to the contributions 

of these varied actors to the craft sector as an entrepreneurial ecosystem, 

allowing for a perspective that offered greater reflection upon the notion of the 

sector as a vast ‘jigsaw’, built from a variety of actors and resources. Findings 

revealed the complexity inherent in Craft Scotland’s role of sector leader, 

exerting influence over a number of domains via its collaborative activities and 

resultant programming (see Figure 5.1). Indeed, the entrepreneurial ecosystems 

map represents a highly compartmentalised visualisation of what is a far more 

messy sector, with organisations existing across domains. While the map fails to 

offer the richness of interactions that occur between actors in the ecosystem, it 
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does however underline how difficult it can be to convey these interpersonal 

activities.  

Despite this difficulty in externalising the fullness of the craft 

development organisation’s activities, it was apparent that the activities of Craft 

Scotland are central to the formation of the ecosystem – acting as a key co-

ordinator of complementary resources (Godley et al., 2019) via its persistent 

work in connecting actors across the sector. These hidden activities see the 

organisation managing innumerable connections in order to find, select, and 

progress potential innovative opportunity for the ecosystem. This results in a 

highly interdependent ecosystem (Spigel, 2017; Godley et al., 2019), that 

demands a reciprocity from the actors whose relationship with Craft Scotland 

must be carefully managed. This is something that cannot always be controlled 

by Craft Scotland, and as such demands a significant amount of labour in order to 

maintain, demonstrating the complexity of the craft development organisation’s 

position in the sector.  

Ensuring a positive working relationship with other actors in the 

ecosystem is essential for Craft Scotland to uphold its position as sector leader. It 

appears that a level of compartmentalisation of this labour occurs – a strategic 

approach that aids the craft development organisation in the management of its 

many activities. And yet, despite its position as sector leader, the organisation 

experiences a number of challenges that it faces with varying degrees of success 

(see Table 5.2), such as the need to include more rurally/less centrally-based 

craft practitioners, or adapting to the variation in goals and values that is found 

between craft practitioners. Collaborative processes are regularly relied upon to 



 339 

tackle these issues in a form of temporal, project-based working – or temporary 

collaborations (Grabher, 2002). Maintenance of these relationships is vital when 

working in such a way, and demonstrate the powerful interdependence that 

exists between Craft Scotland and others in the sector – particularly craft 

practitioners. Craft practitioners do not just rely on Craft Scotland for their 

resources, but Craft Scotland relies upon its connection with craft practitioners 

as valuable resources in these temporary collaborations that offer 

developmental opportunity for craft practitioners. This challenges the tendency 

for entrepreneurship literature to frame these relationships as external 

resources, instead demanding greater recognition of the exchange that occurs in 

these processes. 

Chapter 6 was presented in two parts (further detailed in Chapter 4.3.2). 

Both looked to address the relationship between craft development 

organisations and craft practitioners from the perspective of the practitioners. 

Part One pertains to an online survey, conducted in two waves, that sought to 

build this insight into craft practitioners in Scotland, their values, goals, and 

approach to collaboration and working with others. In framing the relationship 

between practitioners and craft development organisations as a form of 

collaboration, the findings offered insight into some of the reasons why craft 

practitioners worked this way, and what the benefits were of doing so. A major 

theme was the plurality in the roles assumed by craft practitioners in the craft 

sector, offering them a level of distinction as well as opportunity to explore 

different approaches to work. Seemingly, respondents instrumentalised 

collaborative activities as a way to explore their own multiplicity, in particular 
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offering leverage when seeking out future opportunity (Zahra, 2008). The 

legitimacy such a collaboration offered was a major benefit of working with 

established craft development organisations such as Craft Scotland. As such, 

practitioners appear to use a collaborative opportunity as a form of 

entrepreneurial craft identity exploration. In doing so, space is created for them 

to better understand both the sector norms that are perpetuated by Craft 

Scotland (see Chapter 5.1.2), but also the craft practitioner’s own desires and 

limitations (see Chapter 6.1.1.1). Through this process - that demands a level of 

adaptation while allowing for an element of imagination - craft practitioners are 

able to better understand and communicate their own position in the craft 

sector. This in turn brings them greater visibility. Therefore, the collaborative 

activities a craft practitioner and a craft development organisation enter into 

during a craft development opportunity are a valuable catalyst in establishing 

self-definition for a craft practitioner, contributing to the creation of their unique 

entrepreneurial craft identity, as well as helping them be recognised by others in 

the ecosystem.    

While exploring these findings, it was the review of literature on identity 

work and play that contributed significantly to the interpretation of craft 

development opportunity as a process of identity construction. Through the 

creation or discovery of such opportunity, craft development organisations 

deliver a chance for craft practitioners to enact some level of entrepreneurial 

identity work or play. In particular, the developmental opportunity Craft Scotland 

provides for craft practitioners in the form of exhibitions or tradeshows can be 

seen as a vital space for play. Through these playful moments, craft practitioners 



 341 

can try out new configurations of themselves, built through interaction with new 

or alternative combinations of resources. Without craft development 

organisations working to create these frames (Benford and Snow, 2000) of 

opportunity, securing such a space for identity play would be much more 

difficult. As such, Craft Scotland contributes significantly to craft practitioners’ 

imagining and reimagining the nature of their entrepreneurial craft identity, 

helping individuals to recognise their own needs, beliefs, and values (Obrect, 

2011) regarding the nature of their craft enterprise. Inevitably this can create 

significant tension when the practitioner must balance their own desires with the 

expectations and limitations of the collaborative opportunity, as well as the 

reality of the resources available to them. This brings differing results that has 

implications for the communication of a craft practitioner’s identity to other 

actors in the ecosystem. Examples of both legitimacy and rejection are detailed 

by respondents (see Chapter 7.1.3), telling stratified stories of collaboration.  

 Due to the poor performance of the online survey (see Chapter 4.3.2. 

and Chapter 8.7.), the decision was made to conduct a follow up investigation. 

Part Two of Chapter 6 draws from in-depth interviews with three survey 

respondents. Of particular interest were the stories of practitioners as they 

managed a time of significant uncertainty: the Covid-19 pandemic. Drawing on 

narrative research, the interviews encouraged the respondents to share stories 

that were relevant to them, their journey of establishing a craft enterprise, and 

the role of organisational opportunity in this journey. The Thematic Analysis of 

these stories (see Appendix C4) used the findings from Part One as a form of 

coding framework, resulting in a number of themes that elaborated on the 
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findings in Part One. Respondents’ concern lay in issues such as creating visibility 

and maintaining momentum, both behavioural tactics (Caza et al., 2018) that 

inform the decisions they make as practitioners when seeking to assert and 

maintain a position within the craft sector. This is aided significantly by craft 

development organisations, however, a recurrent issue is the management of 

the opportunity and advice that such organisations have offered the craft 

practitioners. Management of this information is primarily done via intuitive 

processes – whatever ‘feels right’ for them as an individual. Similarly, the 

developmental opportunities that a practitioner takes part in must be managed. 

This happens as a form of identity curation – the selection and promotion of 

particular temporary collaborations in order to communicate the most desirable 

identity in order to secure further opportunity for development.  

A finding in Part Two of Chapter 6 that is shared with the findings of 

Chapter 5 is the desire to challenge the craft sector. Interdisciplinarity and 

collaboration play a major role in this, with practitioners entering into new 

domains in a way that challenges sector norms and aids in their securing of a 

distinctive profile. Inevitably, this creates a level of uncertainty that must be 

managed. It is possible to see how any anxiety a craft practitioner may feel about 

entering into a new domain may be alleviated by the knowledge that the 

opportunity is one created by a craft development organisation that brings 

significant resource and legitimacy. However, it is a process that demands a re-

evaluation of what it means to be a craft enterprise for that individual, as they 

reassess their own capabilities in response to their unique contexts. In addition 

to this, stories of who craft practitioners are and the way they work are 
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discussed as a discursive tool for engaging customers. The provocation that 

results from this insight is the extent to which these stories are also used as a 

tool in order to secure both approval and legitimising investment from peers in 

the craft sector. We know that developing belonging and ‘fit’ in the sector is an 

essential practice entered into via grassroots collaboration (Pret and Carter, 

2017), and that often these stories must be framed positively or risk alienation 

(Jancovich and Stevenson, 2020). However, if these stories represent space for 

reimagining activities, and offer vital learning opportunities, then surely sharing 

stories that communicate difficulty, uncertainty, and how these issues are 

managed would be a vital and useful catalyst for positive change for the future of 

the sector. 

In Chapter 7, the researcher’s attendance at NY NOW 2019 is detailed. 

This chapter draws on observation of a pre-event training session and the 

wholesale tradeshow itself. Interviews were conducted with eight of the eleven 

attendees, offering insight into the actual experiences of a craft practitioner as 

they participate in a temporary collaboration between themselves and Craft 

Scotland. Indeed, the experiences across the cohort were stratified, 

demonstrating the variety within craft entrepreneurship, and the significant 

diversity of experience that can arrive from a single craft development 

opportunity. A major insight from the subunit is the role Craft Scotland plays in 

the creation of the opportunity frame, taking on the role of conventional 

entrepreneur. However, when the frame of the opportunity is handed over to 

the participating practitioners, it is explored and exploited in a number of 

unconventional ways. The result is a selection of experiential stories, 
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incorporating a variety of previous experiences, expectations, preparatory 

activities, and results. While not all exhibitors experience financial success in the 

form of wholesale orders, they do draw significantly on the experience to make 

major decisions regarding their models of practice and enterprise. Storytelling is 

used as a way to make sense of the opportunity, justifying participation beyond 

the financial, and drawing value from the experience beyond a financial return 

on investment. This demonstrates how useful even stories that are negative can 

be when forming an entrepreneurial identity, highlighting to craft practitioners 

the things they do not want to do in the future. Therefore, the issue of how these 

stories can be more truthfully and usefully collected and disseminated persists. 

Analysis of the collected findings saw four themes emerge as meta 

themes: (1) collaboration and the promotion of alternative or multifaceted ways 

of working; (2) developing distinctiveness in the sector, and challenging or 

rebelling against the idea of the conventional entrepreneur; (3) the work 

involved in creating, managing, and maintaining visibility within the sector, and 

(4) the creation and use of stories. These themes are elaborated on below in 

relation to the sub-questions. Each section includes a contribution to knowledge 

– (1) Craft Scotland as cultural story maker, (2) stories of temporary collaboration 

as unconventional blooms, and (3) an unconventional typology of 

entrepreneurial craft identity. Collectively these insights answer the original 

research question, by telling the story of one of the ways Craft Scotland – as a 

craft development organisation - enables the entrepreneurial development of 

craft practitioners in Scotland and the Scottish craft entrepreneurial ecosystem.  
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8.2. On Craft Scotland’s role in the Scottish Craft Sector 
 

In the opening of Chapter 5, the analogy of a jigsaw puzzle – used by then 

Director of Craft Scotland, Fiona Logue, to describe the many facets of Scottish 

craft – is highlighted as a key moment of inspiration that saw the metaphor of an 

entrepreneurial ecosystem be introduced into this research study. Returning to 

the jigsaw analogy again at this stage of reflection, inspiration for its 

interrogation comes from Sarasvathy et al. (2008, p.332), where they compare 

causal logic in entrepreneurship with that of effectual logic. The issue with the 

jigsaw of causal logic, they argue, is its rigidity. Instead, they pitch the analogy of 

a new entrepreneurial venture as an effectual patchwork quilt: 

“In the jigsaw puzzle metaphor the market opportunity already exists 

and the role of entrepreneurship is primarily one of discovering and 

combining the right pieces — to design to fit rather than to design to 

transform existing environments. Yet studies of expert entrepreneurs 

and early histories of new firms and new markets show that, 

irrespective of whether they saw themselves as discoverers or 

visionaries, the designers of these artefacts did not in actual fact 

behave as though the picture were already there. Instead, they 

proceeded more like an accomplished quilter. Quilting differs from 

solving the jigsaw puzzle in at least three ways. First, the quilter has 

wider latitude in putting together the initial pattern. Even when she 

begins with a basket of random patches handed to her, she can 

choose colours and juxtapositions that she personally finds pleasing 

and meaningful. Second, large quilting projects are usually communal; 

a good quilter works with others who bring their own baskets of 

patches and tastes and talents; in the process she has to manage 

various problems of coordination as well as deal with unexpected 

contingencies. Finally, the quilt not only has to be pleasing and 

meaningful to the quilters engaged in the enterprise, it has to be 

useful in the world — to keep human bodies warm.” 

The difference between the two, it is reasoned, is the transformation of the 

entrepreneur’s environment (the quilt), or the prediction of the entrepreneur’s 

environment (the jigsaw). Indeed, this notion of the effectual, transformational 

entrepreneur is one that resonates with the intention of this research project: 
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the framing of craft practitioners as critical entrepreneurs (see Chapter 2.4), 

whereby their unconventional approach to building out a craft enterprise brings 

not just economic rewards but rich social rewards too. However, as we 

established in the review of literature, the understanding of entrepreneurial 

processes in craft is often lacking. Firstly, the relationship between craft 

development organisations and craft practitioners is rarely explored, positioning 

craft practitioners as receiving no support, or as passive receivers of support. 

Indeed, when consulting the literature on entrepreneurship, the focus is often 

placed on the founder as a discoverer or creator of opportunity. While this will 

be true for craft practitioners some of the time, a major element in their 

business models is participation in opportunity that is either discovered or 

created by craft development organisations on behalf of craft practitioners. 

Secondly, the term ‘entrepreneur’ is only ever applied to craft practitioners who 

display a conventional entrepreneurial approach (e.g. Fillis, 2004; Bouette and 

Magee, 2015). This has, historically, led to the elevation of conventional 

approaches, alienating those excluded by such typologies. Thus, this research 

sought to address these two gaps, offering a more inclusive understanding of 

what craft entrepreneurship in Scotland looks like, and providing insight into the 

role of a craft development organisation in developing entrepreneurial craft 

identities. It is the first provocation – the under explored yet vital role of craft 

development organisations in the formation of opportunity for craft practitioners 

– that this section seeks to address.  

Having established in Chapter 5 the role of Craft Scotland as an 

organisation that sets standards for craft practice, and seeks to challenge the 
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understanding of craft practice, one of the major themes that emerged in 

Chapters 6 and 7 was the story of the opportunity. The importance of these 

stories, created as a result of the opportunity hosted by craft development 

organisations, places Craft Scotland in a vital position in the Scottish craft 

entrepreneurial ecosystem as a maker of cultural stories (Lounsbury and Glynn, 

2001). It is through these stories that the pathways of a craft practitioner’s 

interaction with an opportunity are illuminated, creating stories that enhance 

the culture of an entrepreneurial ecosystem by demonstrating what such activity 

can deliver to the participant (Lounsbury and Glynn, 2001; Borghoff, 2018). This 

form of cultural making (Gehman and Soubliere, 2017) places the 

entrepreneurial processes enacted within the Scottish craft sector as a form of 

performative entrepreneurship that both builds and is built by the environment 

they are enacted in. Thus, by introducing such opportunity frames to the craft 

community, the capital necessary to inform participation becomes more 

available via the richly networked and interconnected sector.  

Cultural making is described as a ‘distributed and intertemporal process 

[…] whereby value is created across multiple and fluid repertoires and registers 

of meaning’ (ibid., p.63). This cultural making takes the shape of stories, shared 

throughout the sector as a process of collective legitimisation (Wry et al., 2011), 

providing inspiration for actors in the ecosystem to (re)imagine their own 

entrepreneurial activities. Subsequent promotion of these stories by a craft 

development organisation, and the craft practitioners they engage with, 

replicates the modes of operation legitimised by the craft development 

organisation and sets standards of practice for the wider sector. Recognising that 
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it is the relationship between a craft development organisation and a craft 

practitioner that is vital to this process, the boundary between the two actors 

becomes blurred as they enter into a temporary collaboration (Grabher, 2002). 

Thus, it is possible to see these performative processes as a form of co-creation, 

whereby the exchanges that occur between the two players contributes 

significantly to the creation and maintenance not just of the craft development 

organisation, nor the craft practitioner as an individual, but also the collective 

identity of the Scottish craft entrepreneurial ecosystem.  

 When creating an opportunity, a craft development organisation such as 

Craft Scotland will draw on a number of resources. For example, the creation of 

NY NOW saw Craft Scotland draw on the policy and finance of the Department 

for International Trade’s Tradeshow Access Programme, and the culture and 

human capital of British Jewellery and Giftware International. By aligning these 

resources, including the vital participation of craft practitioners in the event, the 

new opportunity of attending NY NOW is created. Through their participation, a 

number of stories are created by craft practitioners. The overarching story is that 

of the cohort – a singular collective story that can be used by Craft Scotland to 

communicate the cohort experience, secure legitimacy for the craft sector (Wry 

et al, 2011), and enhance Craft Scotland’s access to future funding (Lounsbury 

and Glynn, 2001). However, each participating practitioner holds their own 

unique story, distanced from that of Craft Scotland or the other participants, but 

still influenced by their presence. It is these stories that are then shared 

informally across the ecosystem, informing other actors of the processes and 

experiences involved with participation (see Figure 8.3).  
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Figure 8.3. Process of aligning external resources via temporary collaborations between Craft Scotland and 
craft practitioners leads to the creation of multiple stories of an opportunity 

As an external resource (Jarillo, 1989), it appears that Craft Scotland has 

much to offer craft practitioners. It is possible to frame a craft development 

organisation as simply a stakeholder that furnishes craft practitioners with 

otherwise inaccessible resources and a selection of short-term goals (Sarasvathy 

and Dew, 2005; Sarasvathy et al., 2008) in the form of one-off opportunities. 

However, this perspective fails to recognise the frequency with which craft 

practitioners engage in this way. It also diminishes the influence a single 

opportunity can have upon the future practice (entrepreneurial or otherwise) of 
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the craft practitioner. Thus, our understanding of the role of Craft Scotland in the 

development of entrepreneurial craft identities demands recognition of the 

relationship between craft development organisations and craft practitioners as 

far more complex than simply external resources, instead choosing to frame 

them as temporary collaborations (Grabher, 2002). To do so recognises the many 

issues that come with working in such a way, namely that such activities demand 

significant collective knowledge and skills, but that these vital resources must be 

rebuilt and re-established each time under substantial time limitations. What 

results is a short, but contextually-rich, story of the opportunity that is testament 

to the varied skills and resources that were necessary to make the opportunity 

happen. In Chapter 2.7, the macro-level impact the narrative identity work of 

craft practitioners at a micro-level was highlighted. Referencing Brown and 

Toyoki’s (2013) assertion that such discursive activity has the power to ‘construct 

organisations as legitimate or illegitimate’ (p.876), the research returns to this 

point to emphasise how important it is for a craft development organisation such 

as Craft Scotland to harness the stories that are created through its collaboration 

with craft practitioners. It is this that forms the basis for the first contribution to 

knowledge.   

8.2.1. Contribution 1: Craft Scotland as Cultural Story Maker  
 

When exploring the role of Craft Scotland in the Scottish craft sector, a 

major theme is the importance of storytelling for the sector. Stories are created 

and shared via many processes, however, the research specifically focussed upon 

a singular craft development opportunity (NY NOW in Chapter 7), discovering the 

value of stories both when a practitioner looks to access opportunity and when 
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they exit opportunity. Created collaboratively between Craft Scotland and actors 

within the Scottish craft entrepreneurial ecosystem – for example, craft 

practitioners - these stories are framed as artefacts that are intentionally 

constructed (Westerlund, 2006; Broms et al., 2017). Practically, stories can be 

seen in the Annual Reviews that were shared, but they also form the basis of 

much of the discussion that took place between the researcher and then Craft 

Scotland Director, Fiona Logue. For example, much of Craft Scotland’s 

communication with others in the sector is predicated on storytelling, 

demonstrated in Chapter 5 when Fiona Logue discusses the sharing of ill-fitting 

stories with a cohort of under-engaged craft practitioners. The result for Craft 

Scotland was alienation from the already under-engaged practitioners. This was 

further explored in Chapter 6.2, where interviewed participants were asked to 

elaborate on key elements of their practice via personal stories, revealing the 

unique ways craft development organisations are worked with while building out 

an identity in the sector. This theme became far more manifest during analysis of 

Chapter 7, where the stories of NY NOW were both used and created by 

participants of the opportunity, being one of the most reliable outcomes in an 

opportunity with otherwise significant uncertainty when it came to return on 

investment.  

As an artefact, the stories created by Craft Scotland when it hosts craft 

opportunity are the result of a process of creation, resulting in an opportunity 

frame. This frame, however, continues to be added to when a craft practitioner 

embarks upon an opportunity. It is this population of the opportunity frame that 

results in the story. When entering into an exchange that centres around a craft 
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development opportunity (e.g. NY NOW), the story is augmented by the 

entrepreneurial processes of a craft practitioner. These processes are distilled 

and integrated into the original story of the opportunity created by Craft 

Scotland, and are then shared across the entrepreneurial ecosystem. Thus, the 

story travels across the sector: a cultural resource that is used by other actors as 

a way of understanding new or different processes and ways of working.  

Such opportunities can be seen as ‘temporary constructs, steps on the 

way to new iterative generations of opportunities’ (Nielsen et al., 2017, p.623), 

bringing into light the role of cultural making (Gheman and Soubliere, 2017) and 

re-emphasising entrepreneurial opportunity as artefact (Venkataraman et al., 

2012; McMullen and Dimov, 2013; Selden and Fletcher, 2015). Such positionality 

allows focus to move away from the craft practitioner as an entrepreneur on a 

singular, linear journey, and instead see how the practitioner embarks upon 

multiple, small, entrepreneurial journeys via the opportunities that are created 

by a craft development organisation. It is possible, then, that craft practitioners 

use the stories of their opportunity journey to build out their entrepreneurial 

craft identities through a process of ‘purposeful construction’ (Down and 

Warren, 2008, p.6). Through the augmentation and curation of these artefacts, in 

the form of entrepreneurial stories, a version of entrepreneurial culture of the 

sector is made and remade.  

Thus, inspiration has been taken from Shane and Venkataraman (2000), 

Sanders and Stappers (2008), and Nielsen et al.’s (2017) discussion of 

entrepreneurial design. In this form of unconventional entrepreneurship, these 
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authors have previously used visualisations to plot the fuzzy front end of design 

(see Figure 8.4) and the fuzzy back end of entrepreneurship (see Figure 8.5).  

 
Figure 8.4. Fuzzy front end of design  

Source: Adapted from Nielsen et al. (2017) 

 

 
Figure 8.5. Fuzzy back end of entrepreneurship  

Source: Adapted from Nielsen et al. (2017) 

 
In the fuzzy front end of design, a wild squiggle representing the process of 

opportunity creation demonstrates these activities as those employed in creating 

an artefact. In this circumstance, for example, a craft development opportunity is 
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created by a craft development organisation. In the fuzzy back end, the wild 

squiggle of opportunity is evaluated and exploited. This happens when a craft 

practitioner participates in the opportunity. In a comparison of these two 

processes, Nielsen et al. (2017) combined them to create a figure that 

communicates the iterative process of entrepreneurial opportunity design (see 

Figure 8.6).  

 

Figure 8.6. Opportunity design process  

Source: Adapted from Nielsen et al. (2017) 

 

However, lacking in all of these models is an explanation for when 

entrepreneurial opportunity is created without the direct involvement of the 

individual who is exploiting it. This is ultimately the major difference when 

considering the role of craft development organisations in the development of 

craft entrepreneurship. Thus, the research takes inspiration from Nielsen et al. 

(2017), framing the process of unconventional entrepreneurship as the creation 

of an artefact. This is done to expand upon forms of unconventional 

entrepreneurship (see Chapter 2.4) to establish a craft-oriented entrepreneurial 
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process. As discoverers or creators of opportunity for the craft sector, the initial 

‘opportunity creation’ that sets the frame for the opportunity space belongs very 

much to craft development organisations and is rarely inhabited by an individual 

practitioner. Instead, the frame of the opportunity is gifted to selected 

participants, with a number of resources already aligned (see Figure 8.7).  

 

Figure 8.7. Handover of craft development organisation created opportunity allows the participating craft 
practitioner to explore options to best exploit the opportunity 

This opportunity must then be taken on by the craft practitioner in collaboration 

with the craft development organisation, which the practitioner then evaluates, 

explores, and exploits in their unique ways, augmenting the frame with their 

own ideas, resources, and activities. In one sense, craft practitioners may be 

viewed as external resources that are aligned by a craft development 

organisation. However, as we have established, to do this completely removes 

practitioners from any kind of autonomy when it comes to their involvement and 

positions them as instruments that are exploited (Kovesi and Kern, 2018). This is 

an unfair oversight, when, in fact craft, practitioners that participate in a craft 

development opportunity are a vital element. By overturning this standard, and 

Craft Development Opportunity
created by Craft Develoment
Organisation

Craft Development Opportunity
evaluated and exploited by

Craft Practitioner
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looking instead to better understand the use of craft development opportunity 

at a micro level, it has been possible to see how the creation of opportunity by a 

craft development organisation provides a safety zone of sorts that guides 

practitioners in accessing resources across the sector as an ecosystem, but also 

gives them space to align their own resources. Thus, accessing opportunity via 

Craft Scotland as a vital external resource opens up much more room for 

exploration (Hagedoorn and Duysters 2002), and gives craft practitioners a safe 

space that enables them to explore with some of the risk mitigated. However, 

many of these messy, complicated activities are hidden processes (Chapter 5.1.1 

and Chapter 6.2.2.1) (see Figure 8.8).  

 

Figure 8.8. The messiest activities enacted by craft development organisations and craft practitioners are 
often hidden 

They include building relationships with collaborative partners, negotiating 

access to resources, and logistical planning. Although they are the lesser seen 

activities, they are the most vital.  

While it is the interactions between actors in an entrepreneurial 

ecosystem that make it possible to put an opportunity into action, the fact that 

they often occur via interpersonal exchange and negotiation means they are 

Craft Development Opportunity
created by Craft Develoment
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Craft Development Opportunity
evaluated and exploited by
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usually hidden. So whilst an audience may see the visible outcomes from a 

temporary collaboration (e.g. an exhibition space, printed materials, or a 

website), little is seen of the processes that had to be enacted for these tangible 

outcomes to manifest. These hidden processes include the researching, aligning, 

and accessing of necessary resources found in the Scottish craft entrepreneurial 

ecosystem: the application that had to be submitted for funding; the 

photographers and graphic designers enlisted to create printed materials; and 

the negotiation to secure exhibition space. As hidden processes, the activity 

necessary in order to find and access such vital resources becomes harder for an 

actor in the craft sector to recognise and replicate themselves. Therefore, when 

a craft practitioner is handed an opportunity frame by a craft development 

organisation, they gain valuable insight into the processes necessary to access 

additional resource. This can be combined with their own exploratory processes 

to personalise their experience of the opportunity.  

Through this participation, craft practitioners do replicate the standards 

and expectations that Craft Scotland demands (Chapter 5.1.2.). However, they 

also introduce their own unique interpretations of the opportunity. Therefore, 

no practitioner treads the same path when it comes to accessing a singular 

developmental opportunity. As a result, a shared opportunity may have very 

different outcomes for two practitioners, as demonstrated in Chapter 7.1.3. 

Moving between the opportunity, the craft development organisation, and the 

broader resources of the entrepreneurial ecosystem, the story that is created as 

a result is uniquely theirs – a path that they tread in order to navigate and adapt 

to the space of the opportunity they have accessed. In turn, this story is distilled 
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as a story of an entrepreneurial process by the craft practitioner, and passed on 

to the craft ecosystem when it is shared with peers (see Figure 8.9).  

 

Figure 8.9. Creation, exploitation, storification, and sharing of a story of craft development opportunity 

Through sharing of stories, the hidden processes that are enacted to make an 

opportunity manifest become more visible. As such, it is possible to trace the 

path of a single opportunity as it is iterated upon and moves through three layers 

of the Scottish craft entrepreneurial ecosystem:   

1. The craft development organisation responsible for discovering or creating 

the opportunity. 

2. The craft practitioner who participates in the event, explores its possibilities 

for them as a developing craft enterprise, and exploits the opportunity, 

before distilling their experience into the story of their opportunity 

participation.  

3. This story is then shared with the ecosystem, providing insights that disclose 

what a practitioner has done, who they have worked with, what they found 

useful and their experience of the opportunity generally. This provides 

useful information that illuminates a possible pathway for other actors 

within the Scottish craft sector.  
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A significant issue is how actors in the craft entrepreneurial ecosystem 

make sense of these stories as they come across them as nuggets of wisdom or 

advice. This issue is redolent of isotropy (Sarasvathy et al., 2008, p.337) – when 

there is an overwhelming amount of ‘mixed information that may or may not be 

relevant’ and where there is uncertainty in ‘which pieces of information are 

worth paying attention to and which are not’. This is touched upon in Chapter 

6.2, where in-depth interview revealed the level of intuition and authenticity 

that the respondents relied on in order to know what was most relevant for 

them. It also connects, again, with the notion of hidden processes (Chapter 5.1.1 

and Chapter 6.2.2.1), as a form of cognitive identity work (Essers et al., 2013; 

Caza et al., 2018) where craft practitioner must decide on what information and 

opportunities best aligns with their needs, beliefs, and values (Obrect, 2011). If 

the most complicated processes involved with creating, exploring, and exploiting 

opportunity are also the least visible, then how can the stories be best learnt 

from when seeking to move forward? Therefore, a recommendation for craft 

development organisations is the active recording and archiving of participants’ 

honest stories in relation to the craft development opportunity being provided. 

These stories will not just detail positive experiences and benefits, but also the 

complications and problems, aiding the decision-making process of craft 

practitioners.  

By sharing the problem-solving processes of practitioners, the resources they 

draw from in order to tackle these problems, and the things a practitioner would 

change if they undertook a similar opportunity again, these stories can become a 

vital resource for other craft practitioners and set more realistic expectations for 
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what participation in an opportunity may entail. This, in turn, can help the craft 

development organisation manage the expectations of the participants and 

prevent disappointment if the reality of participation fails to meet the high 

expectations set through the projective stories shared by the craft development 

organisations (Garud et al., 2014). Not only this, but they could act as a useful 

longitudinal source of data to aid the craft development organisation in 

reflecting upon the viability of its programming and the opportunity it is 

providing for craft practitioners. As such, the journey of these valuable stories 

becomes an iterative cycle (see Figure 8.10). When a craft practitioner explores 

the stories of craft development opportunity that have been created by their 

peers, they gain greater understanding of the role a craft development 

organisation may be able to play in their own future development. What is 

created is a single link in the ‘chain which connects previous interactions with 

future ones’ (Gaggioli et al., 2013, p.7).      

 

 



 361 

 

 

Figure 8.10. The journey of the story of a craft development opportunity returns to inform future 
opportunity, creating a cycle 

8.3. On the Programming of Craft Scotland Developing Craft Practitioner 
Entrepreneurial Identity 
 

Returning to the discussion at the beginning of Chapter 8.2, focus now 

moves to the second issue in the research – that the term ‘entrepreneur’ is only 

ever applied to craft practitioners who display a conventional entrepreneurial 
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approach which has led to the elevation of conventional practices, while 

alienating those excluded by such typologies. Indeed, interview with then 

Director of Craft Scotland, Fiona Logue, touched upon the desire that lay within 

the craft development organisation to see craft practitioners in Scotland 

transcend the status quo of the sector. Alongside this, however, were 

expectations for a level of professionalism that demanded a practitioner align 

with normative practices of the sector in order to ascertain the approval – and 

therefore sector legitimacy – of the craft development organisation. These 

expectations demonstrate a level of tension in the sector, where practitioners 

must both build belonging by abiding by a set of sector norms, while also 

challenging these norms in order to innovate and push the sector forward.  

Taking inspiration from Ghaempanah and Khapova (2020), and their 

theory surrounding the process of identity play, it can be argued that narratives 

or stories are the vital element that craft practitioners draw on to make sense of 

the opportunity – and possible tension – they experience when entering into a 

temporal collaboration with a craft development organisation. This inevitably has 

implications for the craft practitioner as they build out a unique entrepreneurial 

craft identity, while participating in the opportunity frames that are created for 

them by craft development organisations. When a craft development 

organisation creates an opportunity frame, it enacts some of the processes 

highlighted by Nielsen et al. (2017) (see Figure 8.6 in the previous section), 

including recognising the initial idea, developing the concept of the opportunity, 

and aligning a number of the resources to make it happen. Ringfencing these 

important aspects through a process of iteration, an opportunity is created that 
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forms part of a craft development organisation’s programme of support (see 

Figure 8.11). 

 

Figure 8.11. Craft development organisations create a number of opportunity frames as part of their 
programmes of support, aligning various resources for craft practitioners to explore and exploit 

This is seen in Chapter 7, where Craft Scotland co-ordinates a number of 

collaborative relationships to broker a significant space as part of the Handmade 

section of NY NOW.  

While a craft development organisation enacts these important processes 

to make an opportunity available, it is the inclusion of a craft practitioner that 

completes the opportunity. Both identity work and play (see Chapter 2.7) must 

be exerted by a practitioner as they work to both imagine themselves in the new 

scenario of the craft development opportunity (play), and make sense of the 
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activities they have performed after the fact (work). It is this variable, non-linear, 

project-based approach to development that sets craft practitioners apart from 

typical understanding of entrepreneurship. This might see a practitioner applying 

for additional funding, seeking advice from friends, or sourcing useful training. 

These steps – elaborated on in Chapter 7 (see Figure 7.1) – see a craft 

practitioner treading an uncertain path, working to make sense of the 

opportunity, and what they need to do to make the most of it (see Figure 8.12). 

 

Figure 8.12. The messy, iterative process of collating useful information and resources by a craft practitioner 
to make the most of an opportunity frame 

Sometimes, it can be the need to enact these processes that prevents a craft 

practitioner from putting themselves forward for an opportunity, as 

demonstrated by one survey respondent in Chapter 6.1. However, if they are 

willing to explore the resources necessary for them to participate, they enact 

their own creative process. It is through the intersection of a craft development 

organisation’s opportunity frame, and the explorative process of adaptation and 



 365 

resources alignment conducted by the craft practitioner, that the story of an 

opportunity as an artefact is created (see Figure 8.13).  

  

Figure 8.13. A craft development organisation's opportunity frame, plus a craft practitioner's exploration of 
available resources equals a collaborative artefact 

Discussions around development of entrepreneurial identities such as 

that by Lounsbury and Glynn (2001) seem to suggest that the process of 

entrepreneurial identity development is a finite one, occurring in the earliest 

stages of a founder’s journey: a vital part of the ‘fuzzy front end’ (Saunders and 

Stappers, 2008). However, this expectation does not align with more specified 

discussions of creative work. For example, Eikhof’s (2017) assertion that an 

individual moves in and out of ‘positions’ that bring them great recognition, 

reach, freedoms, or connections (see Chapter 2.2) suggests, instead, that this 

fuzzy front end is being re-enacted each time an individual craft practitioner 

moves into one of these new positions as a temporary collaborator. As such, the 

development of entrepreneurial identity is presented as an ongoing process, 

whose momentum is maintained via storytelling (McMullen and Dimov 2013; 

Garud et al., 2014). Indeed, a key element of unconventional entrepreneurship is 

the open-ended nature of the entrepreneur’s activities – there is no expectation 

to arrive at an end goal. This suggests that craft practitioners may not arrive at a 

set entrepreneurial identity either, but actually continue to develop it 

+ =
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consistently through their careers, which are typically project based. This, it can 

be argued, is the significant role craft development organisations play when 

offering development opportunity as a part of their programming. This was 

explored in Chapter 6, where a survey and interviews with craft practitioners 

revealed how collaborative activities with craft sector actors are leveraged to 

address particular needs and attain a variety of goals. The result for the 

individual craft practitioners is a multifaceted entrepreneurial identity – one that 

is honed through interaction with a variety of craft development opportunities. It 

is also an identity that demands significant labour to maintain and communicate 

to others.  

Continuing to frame the story of a craft practitioner interacting with a 

single opportunity as an artefact (as seen in Figure 8.12 above), it is the creation, 

collection, and curation of these stories as artefacts that is an essential activity in 

establishing and communicating a distinctive entrepreneurial craft identity. 

Chapter 7 traced the theoretical and literal journey of NY NOW participants as 

they interacted with one such opportunity, embedded in a complex set of 

overlapping ecosystems. Framing NY NOW as a process of entrepreneurialisation 

brings into focus the literature surrounding this topic, and in particular the 

journey of an individual as they enact the processes necessary to exploit a 

singular temporally bound opportunity. In this scenario, craft practitioners do 

not necessarily exist as a single venture. Instead, they are flexible constructs that 

adapt to fit into the role they are expected to perform in the circumstance they 

find themselves in. This is seen in the variety of roles listed by online survey 

respondents when asked to describe their role in the Scottish craft sector 
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(Chapter 6.1.1.2). During NY NOW, the exhibitors were expected to perform the 

role of wholesale suppliers – a role that is not necessarily an obvious one to play. 

Instead of the conventional linear venture, craft practitioners have a central, 

unconventionally entrepreneurial craft identity which acts as a brand for their 

practice. Within this practice lies a multitude of identities: a maker; a teacher; a 

curator, and so on. Each identity has a story to tell, lending the individual a 

distinctive profile that is entwined with their personal experience. The ability of 

an individual to perform these roles, and evoke their story, is dependent on the 

resources they are able to assemble to help them understand and interpret the 

part they are playing.  

These resources are collected from the Scottish craft entrepreneurial 

ecosystem, and punctuate the stories created by practitioners as an intertextual 

link (Martens et al., 2007; Garud et al., 2014). Garud et al. (2014) drew on 

Martens et al.’s (2007) discussion of intertextual links to describe the 

connections that are made between a set of projective stories (stories created to 

plot a future pathway). These links – referencing the actors and resources that 

make up an ecosystem – lend the stories both a legitimacy and offer pragmatic 

points of reference that make the story easier for its audience to relate to on a 

micro level. The links emphasise ‘membership in a social category’ (Garud et al., 

2014, p.1482), as they reflect recognisable elements of the ecosystem. This both 

demonstrates the validity of the story, but also its legitimacy as an acceptable 

mode of entrepreneurial activity. Such a link was seen in the in-depth interviews 

analysed in Chapter 6.2, where all three respondents discussed their experience 

of participating in the Visual Arts Craft Mentorship Award (VACMA). Indeed, two 
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of the respondents had worked with the same mentor, despite being located 150 

miles apart. These intertextual links connect the stories of craft practitioners in a 

vast web (Mildorf, 2019), while also providing recognisable points of contact for 

future participants.  

Something that cannot be communicated via the compartmentalised 

visual representing the entrepreneurial ecosystem (see Appendix A3) is the 

porous nature of the boundaries within the craft sector, the areas of overlap, and 

the haphazard and iterative processes that are involved in the searching for, 

accessing, and aligning of necessary resources. This fuzzy back end (Sanders and 

Stappers, 2008; Nielsen et al., 2017), enacted by both craft development 

organisations and craft practitioners when working to participate in a new 

developmental opportunity, is an unavoidable element in the process of 

opportunity exploration and exploitation that makes it so difficult to clearly 

define. However, it is these messy – often hidden - interactions that best explain 

the process of the formation and navigation of an entrepreneurial ecosystem by 

its actors, and the influence these interactions have on building out 

entrepreneurial identity.  

Indeed, it is known that the creation of stories or narratives is a vital 

process of sensemaking that can have significant impact upon the identity an 

individual assumes in their work life (Ashforth et al., 2008; Koerner, 2014; 

Ghaempanah and Khapova, 2020). So, by making these interactions known via 

the use of a story, a craft practitioner provides space not just for others to better 

understand and learn from the activities they have taken part in, but it also 

affords room for the craft practitioner themselves to reflect upon and learn from 
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what they have done. Recognising a significant lack of space for such reflection, 

this is a theme discussed by Asa in Chapter 6.2. Despite incorporating stories and 

narratives into their work, and using it as a tool to engage audiences, they were 

keenly aware that they had little opportunity to actually reflect on their activities 

themselves. Thus, another recommendation is intentionally making space 

(Petriglieri and Petriglieri, 2010; Petriglieri et al., 2019) for the creation of, and 

reflection on, the stories created by practitioners to make sense of their own 

entrepreneurial journey. Again, this is something that can be promoted by Craft 

Scotland through incorporating the collecting and archiving of practitioner 

stories as an essential step in each of its developmental opportunities. 

8.3.1. Contribution 2: Unconventional Blooms 
 

While opportunity hosted by Craft Scotland may be static – albeit 

temporal - in nature, often with defined and immovable boundaries, the 

practitioners who engage with it are not. Indeed, while an opportunity may be 

the central focus of a practitioner’s attention for the time they are involved with 

it, this is not the case for the craft development organisation which works across 

many programmes at any given time. Thus, the interaction of these two actors is 

a fascinating integration of the conventional and unconventional. For the 

moment in which it is happening, the opportunity becomes the central focus of 

the individual craft practitioner exploiting it. The individual’s journey is one that 

sees the craft practitioner move between the opportunity as an artefact that is 

built by Craft Scotland and the ecosystem that lies beyond the boundaries and 

resources accumulated by Craft Scotland. Through this process, the practitioner 

makes adaptations to who they are and the way they work, personalising their 
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exploration and exploitation of an opportunity that will be explored and 

exploited by other participants in a completely different way. This might involve: 

sourcing additional streams of funding; planning logistics around travel, packing, 

display, and accommodation (as well as their associated costs); seeking advice 

from friends with similar experiences; creating new work to be exhibited or sold. 

Indeed, this constructivist approach to each new opportunity demonstrates the 

unconventional nature of this process (Pagano et al., 2018). Through this 

dynamic action, practitioners move in and out of opportunity, taking advice from 

Craft Scotland, accessing what they need, taking what is most useful to them, 

while also bringing in new resources and ideas (see Figure 8.14).  

 

Figure 8.14. Unconventional bloom 
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In doing so, they create an artefact - their story of the experience – a ‘bloom’ 

that traces a practitioner’s interactions with Craft Scotland and the available 

opportunity, as well as the additional external resources of the entrepreneurial 

ecosystem, resulting in a unique story.  

This bloom can then be used as capital that informs future practice, 

grants access to new opportunity or investment, and be shared with peers and 

colleagues as a form of social and entrepreneurial culture that promotes this 

particular unconventional approach to the entrepreneurial activity that has been 

undertaken. Accessing the resources quickly and via connections that may be 

pre-existing or poorly understood makes for a complex set of activities (Pagano 

et al., 2018). These activities are dependent on the individual’s networks, limited 

by who they know and what they are able to access in the time available. This 

could lead to a poor selection of resources, meaning the individual practitioner 

may fail to fully exploit the opportunity to its full potential. However, these risks 

are mitigated by the additional support provided by Craft Scotland. As a form of 

identity work, the revision and adaptation help an individual to make sense of 

their actions and their environment while also maintaining their distinctiveness 

(Sveningsson and Alvesson, 2003; Ghaempanah and Khapova, 2020). It may be 

revised and retold over time, lending the craft practitioner a legitimising power 

when they share these stories with others (Garud et al., 2014).  

As a craft practitioner collects many experiences of researching, sourcing, 

and aligning necessary resources in order to exploit a single opportunity, they 

create a cluster of blooms. This cluster of blooms – or bouquet – are the 

artefacts that collectively help the individual communicate their unique 
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entrepreneurial craft identity. The strategic arrangement of the blooms can 

enable a practitioner to unlock additional opportunity – creating something 

inviting that encourages other actors to engage. However, curation of the 

blooms is essential in order to attract the attention of opportunity gatekeepers 

and collaborative partners, such as craft development organisations, and 

maintain a unique entrepreneurial craft identity. As Ghaempanah and Khapova 

(2020, p.7) state, ‘drawing on stories, shifting the dominance from one story to 

another, modifying the significance of stories, de- or re-constructing stories 

become the underlying tasks that individuals engage in constructing their 

identities’. The resulting rich bouquet (see Figure 8.15) of this identity work 

becomes a symbol that communicates a craft practitioner’s unique individual 

identity to the sector, while also enriching the ecosystem in which they sit with 

their personal experience. 

 

Figure 8.15. Unconventional bouquet metaphor – experience of a variety of different opportunities creates a 
bouquet that communicates a craft practitioner’s multi-faceted entrepreneurial identity 
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Some of these opportunities have moments where their ‘petals’ overlap, 

where prior experience helps inform their involvement in another brand new 

opportunity, or vice versa. For example, when Asa and Cato discuss the 

‘synergies’ between their different ways of working in Chapter 6.2.2.2. Asa 

discusses how learning to record and edit clips of himself demonstrating his 

practice for a museum’s website contributed to his capacity to deliver workshops 

for the students he tutors in his position at a college. Although these two 

opportunities differ significantly, they share certain skillsets that the practitioner 

is able to offer (see Figure 8.16). 

 

Figure 8.16. Intersecting petals between two different opportunities being exploited by a craft practitioner 

As such, these two different activities augment each other, strengthening Asa’s 

capability overall and lending him greater capacity as a craft practitioner. The 
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introduction of this new opportunity has enhanced all the other practices, and 

potentially opened up new future opportunity too. 

For some, a variety of blooms is an appealing prospect, allowing for a 

playful and explorative process of learning new skills, and challenging both 

themselves and the sector. The resulting bouquet is rich, but unpredictable, and 

demands consistent identity work and play in order to maintain. It is also one 

that will shift regularly as a practitioner aligns and realigns themselves with new, 

temporary contexts (Petriglieri et al., 2017). However, for some practitioners a 

more stable approach might be most appealing. This is seen in the practitioners 

who are more willing to adapt to the needs of the market. For example, Bobbie’s 

decision to take a different collection to NY NOW in the future, or Cael choosing 

to position themselves in a different location at the event (see Chapter 7.1.3). It 

demonstrates a heuristic approach, that again is commensurate with that of the 

unconventional. However, activities become more planned, as the learning that 

has taken place during the first iteration of the opportunity gives valuable insight 

and practice in refining the actions necessary to achieve any predetermined 

goals, making for a much less messy interaction with the opportunity (see Figure 

8.17).  

 

Figure 8.17. Three iterations of the same opportunity allow for refined entrepreneurial processes 
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This iterative process allows the practitioner to gain greater understanding of 

what is possible, and what the potential returns may be – a process that sees an 

initial unconventional approach become more conventional over time as the 

uncertainty of the scenario is eliminated, connections within the most useful 

resources are strengthened, and expectations for what the opportunity will 

deliver are solidified. Yet, these refined activities – now considered more 

conventional in nature - may still sit alongside new, more unconventional 

activities (as seen in Figure 8.12). Combining conventional opportunity alongside 

the unconventional allows for the individual to benefit from the certainty of the 

conventional activity, while enjoying exploring new, more uncertain activities 

that are able to introduce new skill sets, networks, or opportunities that 

challenge themselves and the ecosystem (see Section 8.4). 

 The fine tuning of aligning resources and connections in order to 

maximise upon the potential of opportunity does rely, however, upon the 

constancy of the opportunity the processes are being applied to. This was an 

issue observed for some attending NY NOW, such as Dana, whose experience of 

the event saw them deciding to remove the international wholesale format from 

their model of practice entirely after feeling disappointed in their experience 

(see Chapter 7.1.3). This ‘pruning’ of certain blooms in the wider bouquet of the 

craft practitioner’s entrepreneurial identity sees an individual working to exploit 

an opportunity, and discarding it when they no longer believe it fits them and 

their needs (see Figure 8.18). 
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Figure 8.18. The pruning of an opportunity from the bouquet of a craft practitioner's entrepreneurial identity 

In particular, Dana cited the significant trouble they had in securing additional 

funding from Creative Scotland, proving a laborious process. NY NOW 

represented, for Dana, a refined opportunity that they had significant experience 

of delivering on. However, this does not guarantee that the way of working 

offered in the opportunity is a sustainable one. Despite having significant 

experience and understanding of what was necessary to best exploit the 

opportunity, Dana found the activity involved demanded too much from them 

for little return. As such, the activity was removed from their business model. 

However, Dana does have the story of their past participation – still a valuable 

artefact - detailing their experience at NY NOW. Whilst this bloom is one that is 

not ‘live’ as they are no longer iterating on, it will still go on to be used as useful 

capital even if they are no longer working to refine this way of working.   

8.4. On Interpretations of Craft Entrepreneurship 
 

A major aim of the research was to challenge the characterisation of 

entrepreneurship that is enacted within the craft sector. As previously discussed 

in Section 8.2, the second issue presented in the literature is that the term 
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‘entrepreneur’ is only ever applied to craft practitioners who display a 

conventional entrepreneurial approach (see Chapter 2.5). The previous 

compartmentalisation of the conventional entrepreneur from those craft 

enterprise practices considered non-conformist left a portion of craft 

practitioners sidelined with the use of terminology such as idealists, or hobbyists 

(Fillis,2004; Bouette and Magee, 2014). This issue has, historically, led to the 

elevation of conventional practices, alienating those excluded by such typologies. 

Section 8.3 has already challenged this perspective, detailing the amount of 

identity work is involved in building out a craft identity and aligning it with the 

notion of the unconventional entrepreneur. This has resulted in a contribution 

that details the unconventional way craft practitioners interact with an 

opportunity, creating a bloom that integrates with others to build a unique 

bouquet that communicates their entrepreneurial craft identity to others in the 

ecosystem and beyond. However, an essential component in this knowledge is 

the different way these bouquets are curated – a process of shaping and 

arrangement that are used to maintain and communicate different identities to 

different audiences at different times. This practice enables a craft practitioner 

to sustain themselves in a sometimes unforgiving sector. While still connecting 

with the notion of identity work, the aim is to establish a re-interpretation of 

unconventional entrepreneurship that is craft focused. Such an interpretation 

must be flexible enough to accommodate the diversity and flux that has been 

witnessed in the research, presenting a reimagining of unconventional 

entrepreneurial craft profiles, and the collaborative acts that enable them.  
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Diversity in entrepreneurial practice can be seen in a number of the 

research findings. Chapter 6 offers significant detail into the issues faced by craft 

practitioners at a micro level, particularly around the creation and maintenance 

of their multiple identities (Chapter 6.1.1.2). The mapping of individual 

respondents on to the figure of a Scottish craft entrepreneurial ecosystem 

demonstrated the extent of the variety of engagement a small group of craft 

practitioners have in their network of resources (as seen in Figure 6.1), resulting 

in a multitude of opportunities and collaborative identities. Stories resulting from 

these varied collaborations are ‘framed and interlinked’ (Manning and Bejarano, 

2017, p.195) to secure support for the kind of activities being described. This 

variety of collaborators demands flexibility in a practitioner’s approach to 

working (Chapter 5.1.3, 6.1.1.3, and 6.2.2.4) in order to accommodate both their 

own needs but also the needs of their collaborative partners. The flexibility that 

comes when combining and recombining stories helps a practitioner to reach 

diverse audiences (Manning and Bejarano, 2017), and continue to tap into new 

future opportunity (Zahra, 2008).  

The result of this multiplicity is a demand for significant maintenance in 

crafting and communicating entrepreneurial processes and identities. This is 

discussed by Brin in Chapter 6.2, when she talks about her strategic promotion of 

particular activities via her social media platforms. Through the sharing of 

selected, culturally enriched activities, Brin is enacting a process of behavioural 

identity work (Ashforth et al., 1999; Caza et al., 2018) that seeks to control the 

perception of her entrepreneurial craft identity through strategic ‘pruning’ (see 

Figure 8.18). The arrangement and rearrangement of temporary collaborations 



 379 

to create an entrepreneurial identity has implications for how entrepreneurship 

is understood in craft. Indeed, interpretation of a craft practitioner’s identity is 

an interdependent relational practice, reliant not just on their own sensemaking 

of their activities, but on the sensemaking done by others in their environment 

(Cropanzano and Mitchell, 2005; Pret and Carter, 2017). Potential for tension 

that arises via miscommunication or misinterpretation of an identity can, 

however, lead to uncertainty or mistrust that can disturb the legitimacy of the 

craft practitioner’s entrepreneurial identity (see Chapter 6.1.1.2). Unfortunately, 

the variety and flexibility found within the sector means that this 

misinterpretation may be a common problem. Rather than performing an 

entrepreneurial identity that is constant, practitioners demonstrate an approach 

that is shifting and contextually dependent. This means a continual need to 

secure sector legitimacy. As such, the binary of conventional/unconventional is 

not robust enough to explain the multiplicity of entrepreneurial approaches that 

can be found in the craft sector.  

Dual themes pervaded the findings of Chapter 6 that could be linked to 

the interpretation and enactment of entrepreneurship in craft that suggest 

significant tension in a craft practitioner’s entrepreneurial approach and 

processes. On one hand, practitioners deal with a high level of doubt and 

uncertainty that sees them seeking stability. It is this that drives them to attain a 

level of convention in their entrepreneurial processes, where they adapt to 

market needs, set goals for their activity, and engage in opportunity where the 

outcomes are more predictable. Through their interaction with regular, more 

predictable opportunity practitioners form a kind of holding environment 
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(Petriglieri et al., 2018), whereby the variety inherent in their entrepreneurial 

craft identities becomes more manageable. However, there is also a powerful 

desire to explore, whereby practitioners are able to satisfy and maintain a level 

of autonomy regarding their choices. This sees them taking on more risky, or less 

predictable, opportunity that satisfies their personal need for freedom. By 

entering into new collaborations, practitioners make space for ‘rethinking 

competences and prospects’ (Mitev et al., 2019, p.15). This relatively 

autonomous and high-risk practice is often enacted without the safety nets of 

other more reliable opportunities, and as such is a state that cannot be 

maintained for any considerable amount of time without taking a major toll on 

the practitioner. Indeed, Petriglieri et al. (2018) point to autonomy of explorative 

work as being a privilege maintained by only the most ‘fortunate’ (p.128) of 

practitioners. This is the benefit of entering into collaborations with a craft 

development organisation such as Craft Scotland, where practitioners are 

offered space to play with their identities with a level of risk mitigation. 

Balancing these dual perspectives is integral to the processes a 

practitioner enters into when exploring and exploiting an opportunity. 

Practitioners are able to carve out a unique entrepreneurial identity via a process 

of divisioning (Parker, 1998), where they decide what they do and do not want to 

be associated with. In turn, this affects how they arrange these opportunities 

when forging an approach that matches their entrepreneurial identity. While a 

desire for stability sees a more conventional approach being taken, the 

autonomy can be found through the freedom of exploration that comes with the 

unconventional. These two seemingly conflicting approaches can in fact be 
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combined and recombined via the flexibility of a project-based approach to 

building a career. Therefore, via the reflexive curation of the temporary 

collaboration a practitioner participates in, they are more able to navigate and 

respond to their own needs for both stability and autonomy. Thus, the spectrum 

of craft entrepreneurship that runs between a conventional and unconventional 

approach is dependent upon a craft practitioner’s participation in collaborative 

opportunity at any given time. As such, a practitioner cannot be classified solely 

as any one typology, but may move across the spectrum of craft 

entrepreneurship throughout their career in response to their personal needs 

and goals, and the opportunity available to them.  

8.4.1. Contribution 3: Typology of Entrepreneurial Craft Convention 
 

This diversity found in entrepreneurial craft practitioners is apparent not just 

when comparing practitioners, as demonstrated by the variety witnessed 

amongst participants of NY NOW in Chapter 7, but also between the types of 

projects that craft practitioners participate in. A key feature of the 

unconventional entrepreneur is the emergence of business orientation through 

experimentation. It is this experimentation that offers craft practitioners the 

fresh perspective to help them maintain momentum (see Chapter 6.2.2.3). 

However, the activities enacted during this experimentation will be dependent 

upon the situation the entrepreneur finds themselves in. As was demonstrated 

via the iteration of unconventional blooms (Chapter 8.3.1), previous experience 

plays a key element in the way a practitioner interacts with opportunity. The 

accumulation of varied experiences allows an individual to pitch themselves at 

different levels of convention, depending on the needs of the opportunity. Thus, 
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an individual may not be acting in a way that is entirely conventional, or entirely 

unconventional, at any given time.  

In the proposed typology there sits two additional ‘types’ of craft 

entrepreneur, situated between the conventional (or stable) and the 

unconventional (or exploratory) (see Figure 8.19). 

 
Figure 8.19. Two by two matrix demonstrates intersection of connection and collaboration with level of 
convention in entrepreneurial practice 

 

One of these typologies is the speculative stable, who is seeking to establish a 

number of consistent opportunities that they believe are most appropriate for 

them. The second is the tentative explorer, who has established a number of 

reliable processes, but still seeks explorative opportunity in order to expand 

upon their capabilities.  

While these four typologies are presented here as separated states of 

being, this is problematic when considering the flexible approach a craft 

practitioner takes to making and remaking their identities. Thus, it seems more 

appropriate to frame these typologies as positions on a multi-directional 
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spectrum that a practitioner moves in and out of as they adapt to what is 

available to them, and what their collaborative partners expect of them (see 

Figure 8.20).  

 

Figure 8.20. Spectrum of craft entrepreneurship 

Doing this allows them flexibility in how they create their craft enterprise, and 

allows them to perpetual augment their activities to allow for new innovative or 

distinctive practices.  

i. Exploratory (Unconventional) 
 

An Exploratory craft entrepreneur adopts a number of new, unknown 

projects, building out their understanding of the sector, and ‘trying out’ different 

roles. This is a process that sees the practitioner adopting a variety of craft 

development opportunities, and enacting the fuzzy activities involved with 

exploring and exploiting opportunity (see Figure 8.21).  
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Figure 8.21. Exploratory craft entrepreneurs participate in a variety of new, unknown processes in order to 
build out their understanding of and capability within the craft sector 

This is an essential early stage for most practitioners, offering them vital space to 

learn about sector norms, and make a connection with other practitioners and 

key actors in the craft ecosystem. The exploratory craft practitioner exists within 

an unknown environment, and these entrepreneurial processes allows them 

opportunity to get to know the environment better. This process is very much 

rooted in the individual’s own needs, and sees them relying on intuition to select 

opportunity and make sense of their experiences. This is discussed by both Brin 

and Cato in Chapter 6.2, when they recount their initial exploration of the craft 

sector. In particular, Brin highlights her approach to entering in to the craft 

sector, stating that ‘part of that process was a lot of experimenting, seeking out 

advice from various  bodies […] I took part in a lot of networking events, a lot of 

meeting people, a lot of gallery openings, a lot of face to face stuff that was 

helpful in becoming part of a community but also in forming an identity and 

understanding how other people were describing themselves’. Meanwhile, Cato 

Exploratory (Unconventional)

Speculative Constant

Tentative Explorer

Constant (Conventional)



 385 

describes how this early stage was ‘about building myself into that existing 

ecosystem, and then within it seeing where there were opportunities […] for 

mutual benefit really’ (p. 267). They may be uncomfortable with particular titles – 

especially that of entrepreneur - and so they look to the activities of their peers 

to establish their own position within the sector. As they enter into new 

opportunities, the outcomes are unknown and so they rarely set goals but 

instead operate on a trial and error basis.  A variety of motivations are used to 

guide their selection of opportunity, and they rely significantly upon the cultural, 

social, and economic aspects of opportunity that are valued by their peers to 

understand the potential of new opportunity. Therefore, role models are a 

hugely important source of information, however much of their collaborative 

activities will be community-based or grassroots in nature as they work to 

establish themselves and become more known by others in the sector. As such, 

their entrepreneurial action is heavily informed by their interaction with 

community as their ability to make and maintain connections in the sector is their 

main guide for standards of practice.  

ii. Speculative Stability 
 

The Speculatively Stable craft entrepreneur is one that has started to become 

more aware of their environment, and as such is able to better align their own 

needs with the norms of the sector. Much of their activities are still messy and 

explorative, with a small number of opportunities becoming more refined as they 

recognise what roles and activities they are comfortable performing (see Figure 

8.22).  
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Figure 8.22. Speculatively stable craft practitioners maintain their explorative opportunities, while adopting 
a small number of opportunities that they have been able to refine and align themselves with 

Having established themselves more within the craft sector, they are able to 

contribute more to the needs of the sector and are more actively included in 

sector activities by sector peers. They have made connections with a number of 

role models, and have started taking inspiration from their way of working. 

Through their explorative activities they have been able to identify a small 

number of opportunities that work well for them, and are able to begin to refine 

the processes necessary to exploit these opportunities regularly. They may still 

be uncomfortable with the entrepreneurial, but they have a clearer idea of their 

role in the sector, and are more aware of their business orientation, and, 

therefore, short-term goals. Although many of their activities are still explorative, 

and thus carry unknown returns, they have a stronger understanding of the 

potential outcomes of their practice and so are able to act more strategically. 

This includes working collaboratively in order to gain valuable experience and 

networks. While they still rely on the cultural, social, and economic value of their 
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peers to guide their activities, they are also able to make their own contribution 

to the sector via collaborative activities, albeit small. 

iii. Tentative Explorer 
 

The Tentative Explorer represents a craft practitioner that has attained 

significant stability by refining their approach to managing opportunities and 

their entrepreneurial processes. However, they still retain a small portion of their 

practice for finding and exploring new opportunity. They do this by incorporating 

new explorative opportunity (see Figure 8.23).  

 
Figure 8.23. The Tentative Explorer craft entrepreneur has established a number of reliable ways of working, 
however still incorporates a number of exploratory opportunities 

The tentative explorer is aware of their environment, and acts to meet both their 

personal needs and the collective needs of the sector, recognising its 

interdependent nature. They are well connected in the sector, and have 

established a presence that sees them being trusted and relied upon to offer 

guidance. As such, they have a number of role models, but also take on the 

status of role model for other less experienced practitioners. They have been 
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able to establish their businesses orientation through experience, allowing them 

to set more long-term goals. This is seen in Chapter 7, when Bobbie and Cael 

discuss the introduction of the international wholesale trade in to their business 

models. Although neither of them had experience of such an event, they drew on 

their previous experience of similar wholesale events in the UK to inform a new 

way of working that they expected to build upon their already well established 

way of working.  

The Tentative Explorer still maintains space for challenging their practices 

through some exploration, and use their explorative activities more strategically 

to supplement their capability. Because of their relative consistency, their 

activities and outcomes can be predicted, and they have a clear enough 

understanding of the sector and their position in it to establish personal goals. 

They create significant cultural, social, and economic value for the sector, 

contributing considerably to the norms of the sector. As such, their interaction 

with the craft community goes on to inform the entrepreneurial actions of others 

in the sector, and they are a highly trusted collaborator.  

iv. Stable (Conventional) 
 

The major different between a conventional entrepreneur and the conventional 

craft entrepreneur is the approach to opportunity. Rather than adopting a 

realistic/holistic perspective, the approach is still a constructivist one (see Figure 

8.24). The blooms that make up the Stable craft entrepreneur’s bouquet are 

refined and neat, yet still overlapping when each opportunity draws on shared 

resources or experience. While the entrepreneurial processes enacted by a 

stable craft entrepreneur are collected and pieced together to form their 
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constant identity, these processes are not linear, and thus different from a 

conventional entrepreneur. 

 
Figure 8.24. Stable craft entrepreneur relies on a number of refined, repeatable entrepreneurial processes to 
maintain their sector identity 

The stable craft entrepreneur is consistent in their search of and application of 

craft development opportunity. They have significant experience of doing this, 

and have a refined process for applying for and participating in particular 

opportunities that they schedule in as enterprise activities. They have a product 

range that is consistent, and meets a particular need of their market. Like any 

other conventional entrepreneur, their action is planned. Similar attributes are 

demonstrated in Chapter 7 by Hann, who had previously attended NY NOW, and 

incorporated their attendance at the vent as part of a much larger international 

wholesale schedule that would see them attending several international trade 

events as part of their annual plan. This planned status is reached via the Stable 

craft practitioner’s previous explorative activities, and as such the stable craft 

entrepreneur has not always held this conventional status, but worked to attain 

it.  
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Because of the predictable nature of the Stable craft entrepreneur’s 

activities, the context of opportunity and the outcomes are relatively static, 

however unexpected changes can disrupt this at any time. A result of their 

experience is a strong network and awareness of the available resources, lending 

them significant influence in the ecosystem. However, a lack of explorative 

processes sees the stable practitioner placing limits on the expansion of their 

network, and this may begin to dwindle over time. This has implications for 

sharing stories with other actors in the ecosystem, as they do not come into 

contact with new collaborators or partners, they limit the reach of their stories. 

As a result, they risk becoming alienated, particularly if they fail to uphold 

connections or collaborate consistently. They may even self-deselect from 

opportunity, particularly if they are over critical regarding innovative practices 

they are not comfortable with. This is seen in a number of respondents in the 

online survey that is analysed in Chapter 6.1, who state they are unlikely to enter 

in to collaborative activities as it would mean applying for funding. Another 

discussed their distrust in the capability of ‘amateurs’ hosting collaborative craft 

opportunity. The Stable craft entrepreneur is likely trusted by actors within the 

entrepreneurial ecosystem, but they risk this by not updating their practices and 

loosing networks. This is a loss for the sector, as stable practitioners have 

interesting and rich experiences that often lie outside the boundaries of the 

ecosystem. Therefore, while the position of stable practitioner may be useful, 

particularly when dealing with turbulence of uncertainty, it is not a position to 

remain in if the practitioner wants to maintain legitimacy and momentum in the 

sector. 
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8.5. Implications of the Research 
 

8.5.1. Theory 
 

As the research drew on three areas of theory, the research contribution 

naturally has implications for each of the three areas: entrepreneurial 

ecosystems; unconventional entrepreneurship; identity work and play. Crucially, 

the research makes a valuable contribution to the academic conversation 

surrounding entrepreneurship in craft, in particular the little theorised role of 

craft development organisations.  

Application of the entrepreneurial ecosystem metaphor has proved a 

useful exercise for exploring the Scottish craft sector. The discussion of 

entrepreneurial ecosystems has been expanded by the inclusion of 

entrepreneurial storytelling, and the influence the creation and dissemination of 

such stories has upon the understanding of an entrepreneurial ecosystem as a 

supportive environment (Spigel, 2017) in the context of craft. This expands upon 

the typical application of the entrepreneurial ecosystem metaphor, where the 

applied research often places focus upon high tech, high growth fields. The 

contribution has conceptualised the Scottish craft entrepreneurial ecosystem as 

a large-scale interconnected web, where the stories of opportunity that are 

created by craft sector actors inform the future activities of others in the 

ecosystem. These stories are the result, in part, of the creation of an opportunity 

frame by a craft development organisation. The creation of this frame is reliant 

on the craft development organisation’s ability to source and align vital 

resources that exist both internally and externally to the Scottish craft 

entrepreneurial ecosystem. By gifting this opportunity frame to selected craft 
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practitioners, a craft development organisation both enacts conventional forms 

of entrepreneurship on behalf of the craft practitioner, and acts as role model 

for the craft practitioner by setting expectations regarding standards of practice 

within the ecosystem. A participating craft practitioner’s addition of their own 

resources further expands upon the interaction with the ecosystem, 

personalising the opportunity, and helping them to exploit it to the best of their 

ability. The resulting artefact – the story of the craft practitioner’s journey in the 

ecosystem – becomes a cultural attribute that bears influence over the future 

actions of other actors in the ecosystem. Thus, the process of interaction 

between actors within an entrepreneurial ecosystem is augmented. 

 The research has also contributed to the understanding of 

unconventional entrepreneurship in three different ways, building an 

unapologetically craft-focussed interpretation of entrepreneurship in the craft 

sector. This understanding of craft as a form of unconventional entrepreneurship 

is one that can sit alongside those such as the ‘cultural entrepreneur’ (Lindkvist 

and Hjorth, 2015), ‘tribal entrepreneur’ (Cova and Dalli, 2008; Guercini and Cova, 

2016), ‘lifestyle entrepreneur’ (Marcketti et al., 2006), ‘user entrepreneur’ (Shah 

and Tripsas, 2016), or ‘entrepreneurial design’ (Goldsby et al., 2017; Nielsen et 

al., 2017). The development of the unconventional bloom has articulated the 

unconventional entrepreneurial process of exploiting an opportunity frame 

within craft. This develops the notion of a non-linear entrepreneurial process in a 

way that is applicable to the project-based approach to working that is so 

common in the craft sector. These blooms are collected in a process of identity 

construction, enabling the crafting of a unique entrepreneurial identity.  
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By presenting the process of unconventional identity construction as an 

iterative one, whereby a craft practitioner may hone and refine their exploitation 

of an opportunity frame, the unconventional may become conventionalised. This 

process of conventionalisation happens by iterative alignment of appropriate 

resources, the clearer prediction of outcomes, and adaptation to the perceived 

needs of the market. This builds upon the notion of the conventional and 

unconventional as binaries, as presented by Guercini and Cova (2018), Pagano et 

al. (2018) and Schulte-Holthaus (2018). Instead, the unconventional 

entrepreneur within craft is presented as a spectrum. As a result of this, it is 

possible to see how a practitioner may combine the more conventional 

processes with the unconventional when constructing an entrepreneurial 

identity that offers them both the stability required to tackle uncertainty but also 

the autonomy to explore new possibilities. This potential for the combination 

and recombination (or arrangement) of the conventional and unconventional in 

a craft practitioner’s ‘bouquet’ repositions the conventional/unconventional as a 

spectrum that runs between the two states, rather than a binary. Thus, 

unconventional blooms offer a metaphor to better distinguish the non-linear 

approach to entrepreneurial processes so often seen in project-based working, 

creating a form of craft entrepreneurship that can sit under the umbrella term of 

unconventional entrepreneurship.  

 Finally, the research contributes to the academic conversation pertaining 

to craft, and in particular craft entrepreneurship. Challenging the typologies of 

craft enterprise found in literature (Fillis, 2004; Bouette and Magee, 2014; 

Jourdain, 2015), the spectrum of craft entrepreneurship offers a more flexible 
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way of understanding the entrepreneurship that is enacted in the craft sector. 

This is seen in the typologies of Exploratory (Unconventional), Speculatively 

Stable, Tentatively Exploratory, and Stable (Conventional) craft practitioners. 

Originally sparked by Susan Luckman’s (2018, p.323) discussion of ‘alternative 

entrepreneurship’, the research has worked to reappraise the understanding of 

entrepreneurship in craft and create an interpretation that recognises the 

problematic nature of these processes, whilst also making space for the potential 

of future transformation. The typology – or spectrum - offers opportunity for the 

understanding of a craft practitioner’s entrepreneurial identity and processes in 

a way that is flexible, recognising the unique and dynamic nature of work in the 

craft sector. This typology was enhanced by the perspective of Leitch and 

Harrison (2016), who emphasise entrepreneurship as a dynamic, ongoing process 

that is deeply reliant upon the context and interactions of the individual. 

Crucially, the research expands upon the work of scholars such as McAuley and 

Fillis (2005), Stevens (2011), and Pret and Carter (2017), who have recognised 

the vital interplay between craft practitioners, their environment, and their 

communities. Introducing the crucial role that craft development organisations 

such as Craft Scotland play in these processes, the research also sits alongside 

works such as Bouette and Magee (2015) and Munro (2017) in its attempts to 

shed light upon the contributions made by a craft development organisation to 

their sector’s community.   

8.5.2. Practice 
 

As a piece of Real-World Research, the findings inevitably have 

implications for practice. However, these implications offer recommendations 
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for two sets of stakeholders. Craft development organisations, such as Craft 

Scotland, have much to learn from these findings, with a number of insights that 

can be taken on board as an organisation moves forward with programming. In 

addition to this, there are a number of observations that may be useful for craft 

practitioners too, particularly when they consider their participation in a craft 

development opportunity, and how they understand their relationship with the 

concept of entrepreneurship.   

Craft practitioners’ lack of autonomy when creating the ‘frame’ of craft 

development opportunity means that their participation in such opportunity 

hosted by a craft development organisation may never be transformational for 

the Scottish craft entrepreneurial ecosystem. Their contribution to the stories of 

the ecosystem, however, may continue to provide valuable cultural insight that 

can encourage incremental change. This is problematised by craft development 

organisations’ reliance on replicating pre-existing structures, and so significant 

moves towards innovative practice in the production of its programming – and 

the stories that result from it - may start to address the radical potential for 

change held in craft development opportunities. For example, if craft 

practitioners were given greater capacity to participate – even collaborate – in 

the co-production of the opportunity frame, then elements of autonomy can be 

established by participating craft practitioners, that could go on to offer 

influence for the ecosystem in establishing innovative models of working in the 

sector. There is already much grassroots organising that occurs within the craft 

sector, incorporating new business models such as forms of social enterprise, 

studio residencies, interdisciplinary market events, subscription services, and 
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virtual and pre-recorded workshops. Indeed, such activities are relied upon more 

and more to build sector connections, and fill the gaps in provision for the sector. 

Often the practices involved in the organisation of such grassroots activity 

provide practitioners with valuable learning experiences, that go on to open up 

access to new, more established forms of opportunity. However, there is little to 

no grassroots participation in the discovery or creation of many of the types of 

events Craft Scotland offer. In many ways, this is the organisation’s unique selling 

point. It offers opportunity otherwise seen as unattainable. But if the 

organisation hopes to continue challenging the nature of practice in the sector, it 

must provide practitioners with the means. While as an organisation Craft 

Scotland is able to create and align significant resources with the power of its 

legitimising leadership, new possibilities could open up if it imparted some of 

that power to others in the sector.  

 Another important facet is the selection of participants that make up the 

cohort of a craft development opportunity. As discussed in Chapter 7, 

participants who attended NY NOW had varied practices and experience (see 

Appendix D4). While this worked to benefit some and not necessarily others, it is 

the variety of experience that goes on to be most valuable when considering the 

cultural legacy of the stories created. Despite there being concern for the 

possible negativity of the stories being created (see Chapter 7.1.2), and the 

apparent impact negative stories can have on the decision-making processes of 

craft practitioners at a later date (see Chapter 7.1.3), this diversity of experience 

adds richness to the ecosystem that is valuable. The application of these stories 

by both the creators and their peers is an iterative one, that sees the processes 
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documented within the story ‘refined and redefined’ (Sarasvathy et al., 2008, 

p.345) through exchange. This, in turn, refines and redefines the entrepreneurial 

ecosystem that holds these activities. As such, the selection of participants that 

exhibit diverse practice, experience, and backgrounds makes for a far more 

enriching set of stories. This has a number of implications for Craft Scotland that 

might want to be considered. First, the inclusion of participants in an opportunity 

who have already taken part in a previous iteration is an area for reflection. By 

including them, the organisation duplicates efforts made previously, that may 

have proved more useful for a less experienced practitioner. As such, the 

organisation risks (1) being perceived as showing favouritism towards regular 

participants and (2) investing resources in those least in need. However, not 

including an experienced practitioner – particularly a successful one – (1) risks 

damaging a pre-existing relationship with the practitioner, (2) means loss of a 

valuable role model for other less experienced practitioners who are 

participating, and (3) limits Craft Scotland’s ability to access the experienced 

practitioner’s own useful networks of contacts and available resources. The 

second consideration is the criteria used to select participants for opportunity. 

Thus, review of the eligibility criteria that could enhance the way Craft Scotland 

approach, connect with, and select potential applicants for craft development 

opportunity. 

 While the research critiques Craft Scotland for its compartmentalisation 

of entrepreneurship (see Chapter 5.1.3), the review of literature demonstrated 

that the rejection of entrepreneurship is something that exists at a micro level 

amongst craft practitioners. The hope is that, by challenging what it means to be 
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entrepreneurial in craft, a new understanding of craft entrepreneurship can be 

built that helps craft practitioners identify with the concept more closely. In 

particular, the typology of craft entrepreneurship discussed in Chapter 8.4. 

provides a number of flexible, craft focussed profiles that could potential be 

employed by the Scottish craft sector to encourage craft practitioners to engage 

with their entrepreneurial identity. Thus, the metaphor of the unconventional 

bloom, and the spectrum of unconventional entrepreneurial bouquets, holds 

potential for a possible practical application whereby craft practitioners can 

better understand and work to augment their own multifaceted identities as a 

craft enterprise. By framing their entrepreneurial identity as an unfixed, 

designable artefact, craft practitioners may be encouraged to draw upon their 

creative capacity to reimagine themselves as a craft entrepreneur in the 

knowledge that this identity can be almost anything that they want it to be. 

Equally, if such a perspective can be adopted by craft development 

organisations, and the vital resources that exist as actors in the Scottish craft 

entrepreneurial ecosystem, then connection between these actors may be 

enriched. Through greater understanding of the activities and processes that 

craft practitioners must enter into – often repeatedly – in order to explore and 

exploit an opportunity frame, problematic elements may be refined. For 

example, the difficult process experienced by a number of practitioners when 

applying for funding from bodies such as Creative Scotland, or an unnamed 

organisation’s lack of region-specific knowledge around markets. Through 

collective understanding of a craft practitioner’s approach to aligning and 

accessing resources, there is potential for action to be taken to lessen this labour 
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and ease the burden on practitioners working to make the most of an 

opportunity. 

 A key component of this is the activities that a practitioner undergoes to 

ensure visibility in the sector (Chapter 6.2.2.1). Central to this activity is the 

participation in as many craft development opportunities as possible, 

demonstrated by Asa through their meticulous search for, listing of, and 

application to available opportunities. Inevitably, this practice brings with it a 

significant amount of labour that, at least in Asa’s case, encroaches upon a 

practitioner’s work/life balance. This is particularly problematic when the 

opportunity they are engaging with turns out to not be the right fit for the 

practitioner. While the perspective the contributions lend a craft development 

organisation in understanding the processes of a craft practitioner that can 

enable the clearer communication of an opportunity’s potential, it also offers 

space for a craft practitioner to take a more strategic approach to finding and 

applying for said opportunity. A practitioner’s recognition of their current 

position on the spectrum of entrepreneurial convention (see Figure 8.20 above) 

may help them define where they would desire to be, and take appropriate 

action to find and apply for opportunity that can help them establish a particular 

kind of entrepreneurial identity. Thus, they are more able to navigate the 

opportunity and advice that is provided for them – an issue identified in Chapter 

6.2.2.2.  

 A concerning implication of the research is perhaps the need for 

perpetual ‘hustle’ that maintaining any of these states demands from a craft 

practitioner. Ultimately, this is one of the biggest issues not just with work in the 
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craft sector, or indeed work in the creative sector, or any sector as the world of 

work continues to change. However, greater understanding of the labour that a 

career in the craft sector entails can contribute to a fuller recognition of all that a 

craft practitioner does in order to be who they are. A recurrent theme within 

craft discourse is the need to justify the expense of craft objects. Failure to 

appropriately value the work of craft practitioners is one of the major barriers 

cited when it comes to making the sales that often sustain a practitioner’s 

career. By externalising these hidden processes, and acknowledging the hard 

work of a craft practitioner, perhaps some of this gap in consumer knowledge 

can be closed. This also means challenging the tendency for craft practice to be 

presented as an activity for a hobbyist or idealist – a perspective often adopted 

by television and media in formats such as the Great Pottery Throw Down. While 

such entertainment is enjoyable, and go a long way to promoting practice, by 

presenting the narrative of ‘anyone can do this’ is unfair, and diminishes the hard 

work of craft practitioners that goes on beyond the creation of the object. Thus, 

the research advocates for more truthful and detailed accounts of the work of a 

craft practitioner in the hopes that they gain the recognition they deserve for 

their achievements.  

8.5.3. Policy 
 

A major factor emerging from the outset of the research was the lack of 

macro level strategy or policy that directly addresses the very particular needs of 

craft practitioners and the varied ways they work. While the theory of the 

unconventional bloom, the spectrum of entrepreneurial bouquets, and the 

resulting typology has implication at a micro and meso level (Section 8.5.2), it of 
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course also has implications at a macro level too. In particular, the research 

discussed the necessity for establishing place- and practice-based craft strategies 

that acknowledge the nuance of identity within a nation, or a region. There are 

differences in the unique practices and processes belonging to practitioners that 

are dependent upon where they are based in Scotland, the kind of work they are 

producing, and the market that it is being produced for. Indeed, there is little 

mention of craft in the Scottish Cultural Strategy, as discussed in the opening 

pages of this thesis (see Chapter 1.2). So the introduction of any kind of craft-

based strategy for the nation would be a bonus, offering some level of 

recognition for craft’s rich history and innovative practices in Scotland. Of 

particular value would be the recognition of craft’s differences when compared 

to other practices found in the creative industries, and particularly the 

expectation for adaptation and collaboration that permeates much of a craft 

practitioner’s ways of working.  

While the typology of unconventional entrepreneurship opens up the 

conversation on craft’s alternative was of working, there are questions around 

how diversity in entrepreneurial practice can be best reflected in policy. Indeed, 

a major tension exists when it comes to recognising the collective identity of the 

sector and the unique identity of individual practitioners, seen in Chapter 7.1.1. 

This further emphasises the need for a craft-focussed strategy, that centres the 

unconventional understanding of entrepreneurial craft practices and advocates 

for craft development organisations when enabling these unconventional 

practices. For a craft development organisation in receipt of public funding, an 

opportunity exists to actively promote and invest opportunity and models of 
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enterprise that are co-created between a craft development organisation and 

craft practitioners. This may see policymakers and stakeholders such as Creative 

Scotland establishing a fund dedicated to these collaborative practices. This 

would offer craft practitioners valuable access to a craft development 

organisation, sharing in their significant power and resources. It would also 

encourage more direct connection between craft practitioners at a micro level 

and policymakers at a macro level, enhancing each actor’s understanding of the 

other.  

Another example of this may be addressing the practical issues around 

tracking the commercial activities of professional craft practitioners. This could 

be overcome by introducing a number of incentives that encourage registering as 

self-employed and submitting self-assessment tax returns. This process is 

considered complicated, and not necessarily seen as worthwhile for 

practitioners. However, it is one of the main ways sectors are understood at a 

macro level. Therefore, closing this gap would be beneficial. For example, the 

Newly Self-Employed Support Scheme that was launched in Northern Ireland by 

the Department for Economy in partnership with Invest Northern Ireland was 

intended to address the gap in funding support that emerged during the Covid-

19 crisis. This opportunity was heavily promoted by Craft North Ireland, 

recognising that such a limitation on access to financial support would have 

significant impact upon the crucial early stages of a self-employed professional 

craft practitioner. This model – albeit limited to the requirements of the Covid-19 

crisis – has potential if something similar were applied to the registration, and 

subsequent submitting of tax returns, of self-employed practitioners. This would 
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allow for greater capability in tracking the commercial activities of craft 

practitioners, alleviating significant onus placed upon craft development 

organisations to collect and disseminate these data themselves. It would also 

help craft practitioners to build links outside of their immediate networks, and 

have greater understanding of macro level processes.  

8.5.4. Recommendations for the Scottish Craft Sector 
 

As a result of the preceding discussion on implications of the research findings 

and contributions, a number of practical recommendations can be made for the 

Scottish craft sector. These are elaborated on below in numbered bullet points.  

1. Implementing a programme whereby opportunity frames can be co-

created between craft development organisations and craft practitioners. 

This would both utilise the experiential knowledge of craft practitioners 

to ensure relevancy of an opportunity, whilst also enriching the 

entrepreneurial culture and capability required by craft practitioners to 

create their own opportunity. 

2. Integrating a process of collective reflection and storytelling about 

participating in an opportunity in order to create a legacy. This can be 

disseminated via entrepreneurial stories, recognising both the positives 

and negatives of participation. These stories should not be advocacy for 

Craft Scotland (or any craft development organisation). Instead they 

should offer useful information for potential participants as part of their 

decision making process; be used by selected participants to draw on in 

future iterations of an opportunity; and as a mechanism for managing the 

expectations of participants. 
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3. Collecting and archiving of craft practitioner stories organised and 

accessible in relation to opportunity participation, entrepreneurial 

processes, resources utilised, and outcomes.  

4. Developing the metaphor of the unconventional bloom by craft 

development organisations, encouraging craft practitioners to adopt a 

strategic approach to the crafting of entrepreneurial identity via 

exploration of a new opportunity. 

5. Gathering of story-based longitudinal data regarding practitioner 

participation in opportunity, particularly in relation to entrepreneurial 

craft typologies, can contribute useful knowledge that informs the 

continued development of future opportunity. 

6. Applying findings of longitudinally-collected data to build a framework for 

the assessment of the craft enterprises selected by a craft development 

organisation to participate in an opportunity. 

7. Expanding the eligibility criteria for participation in a craft development 

opportunity to include consideration of entrepreneurial processes, and 

how the opportunity will be incorporated in to a practitioner’s other 

entrepreneurial activities. 

8. Placing emphasis on the quality of a craft enterprise (practitioner focus) 

alongside quality of the craft made by a practitioner (object focus), a craft 

development organisation can begin to promote craft enterprise as a 

holistic practice. By taking this approach, an organisation may be better 

equipped to match practitioners to the most suitable opportunity.  
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9. Installing a craft business specialist within the craft development 

organisation’s team. This could strengthen the organisational 

perspectives on craft enterprise, by incorporating a more robust 

framework for assessing and offering training to the applicants of craft 

development programmes.  

8.6. Future Research 
 

Sharing Stories 
 

Much of this research is predicated on the creation of stories that occurs when a 

craft practitioner participates in a craft development opportunity. The journey of 

these stories from the craft development organisation to the Scottish craft 

entrepreneurial ecosystem has been detailed (Section 8.2), however, a gap 

remains in the understanding of this is the processes by which these stories are 

shared. While the recommendation is for the collecting and archiving of the 

stories of opportunity as an accessible resource, better understanding of how 

stories are shared, accessed, and used could be beneficial. Such knowledge 

would enable the development of models of collection and archiving that reflect 

the needs of the ecosystem when accessing and using stories. Such knowledge 

would also extend upon the theory of entrepreneurial storytelling, enrich 

understanding of the journey of story as artefact. Of particular value could be the 

co-creation of entrepreneurial toolkits for the use of the craft community, 

comprised of the entrepreneurial stories that communicate relatable details 

regarding a specific opportunity, the resources drawn from in order to 

participate, and its potential expectations and outcomes.  
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Unconventional Bloom 
 

The unconventional bloom is an interpretive metaphor used to explain 

and visualise the process of a craft practitioner interacting with the opportunity 

created by a craft development organisation in order to better understand the 

role such opportunity plays in the development of entrepreneurial craft 

identities. As a contribution to knowledge, there is much scope to expand on this 

metaphor, and begin to further populate the ‘petals’ of activity enacted by craft 

practitioners. Exploring these activities in granular detail holds potential to 

contribute insight for the practice of craft enterprise and craft development 

organisations, as well as the policy organisations interact with. In addition to this, 

it could augment theory surrounding entrepreneurial processes in an ecosystem, 

particularly regarding the alignment of vital resources, and addressing gaps in 

the Scottish craft ecosystem.  

Longitudinal Study 
 

Although this research project held early hopes of being longitudinal in 

nature, it quickly became apparent that there would not be enough time to 

organise and conduct such a project without using retrospective data, which 

presented a number of obstacles around relying on an individual’s interpretation 

of experience and impacts. However, the active longitudinal tracking of a 

selected number of craft practitioners and their interactions with various craft 

development organisations (or otherwise) over the course of several years could 

hold significant potential for better understanding of how these individuals draw 

on programmes of support, and the impacts these relationships have on the 

sustainability of careers within the Scottish craft sector. Indeed, as social 



 407 

structures continue to flux and change in the wake of the Covid-19 pandemic, 

clearer understanding of these relationships will be vital to building future-

oriented craft careers.  

Exclusion from Opportunity 
 

An element briefly alluded to in the research is the effect of exclusion 

from opportunity upon the development of a craft practitioner. The research saw 

a number of contact points with practitioners who felt alienated from the 

programmes of support provided by craft development organisations. Informal 

discussions with practitioners revealed the sense of frustration and alienation 

that grows with repeated applications to exhibitions and events that are 

continually rejected. Several research participants spoke of the labour invested 

in building their own visibility, not just in the sector generally, but in order to be 

seen by a craft development organisation. Indeed, a number of survey 

participants spoke of their frustrations with sector cliques, and experiencing little 

to no sense of belonging in the sector. This is undoubtedly a concern when 

seeking to create a diverse, inclusive, and vibrant environment that welcomes, 

supports, and enables craft practitioner development. Notable, however, is that 

when approached by the researcher to discuss these issues in an in-depth 

interview, the survey respondents did not reply. This sense of alienation for 

some is a necessary area of exploration in order to gain insight into how craft 

development organisations could more fruitfully connect with some contingents 

of the craft community. The facilitation of such discussion may not be easy for a 

craft development organisation to broach.  Practically speaking a researcher may 

be impeded when looking to formally collect practitioners’ experiences, much as 
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this researcher did. Yet, the resulting action could hold great potential for 

addressing inequalities in the sector which will continue to be replicated until 

issues are understood and any appropriate action taken.  

8.7. Limitations   
 

As with any research activity, there were several obstacles that the researcher 

encountered that placed limitations upon the research. The first pertains to the 

interdisciplinary and collaborative nature of the research. Managing the 

stakeholder relationships was a difficult task, and one that the researcher 

underestimated in terms of the time and effort this would take. Working across 

two higher education institutions, with an industry partner, and as part of a 

studentship cohort, there were a multitude of relationships that had to be built 

and nurtured, all existing within different domains. This demanded significant 

reflexivity from the researcher, who had to move through these domains while 

constantly adapting their approach to the relationship and the language used. 

The departure of Craft Scotland’s Director at the one year stage presented a 

challenge when introducing the new Director to the research and its purpose. 

Happily, the new Director was highly accommodating of the research. This was 

followed by the departure of the researcher’s original first supervisor, 

demanding a new supervisor be found and updated. Again, this obstacle was 

easily managed with the help and support of the new supervisory team.  

A significant issue was the relationship between the researcher and the 

industry partner, and the difficulties in communicating the nature of the 

relationship. As a researcher embedded within the research context, a concern 

lay in conducting research that would go beyond that of advocacy without 
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causing upset or any damage to the researcher’s relationship to the organisation. 

This was managed by maintaining a level of distance, however the implications of 

this may be a potential loss of richness in findings, or the use of more innovative, 

participatory methods for data collection. Indeed, early forms of data collection 

indicated that participants potentially felt uncomfortable giving honest 

responses when the questions referred directly to Craft Scotland or craft 

development organisations. Concern lay in the potential damage to the 

relationship between a craft practitioner and an organisation such as Craft 

Scotland if the organisation were to find out about any negative comments a 

practitioner had made. Inevitably, this has implications for the willingness of 

craft practitioners to respond and the frankness of some of the responses 

gathered.  

Methodologically, the choice of survey for the collection of data in Study 

2 (see Chapter 6.1.1) proved severely limiting. The time it took to design and 

implement the survey meant that its launch was severely delayed. This resulted 

in the survey running November to December 2019 – an extremely busy time for 

craft practitioners as they work to produce and sell their work at winter and 

Christmas events. Although a second wave was able to double the response rate, 

and three follow-up interviews were conducted (see Chapter 6.2.1), a lot of time 

and disappointment could have been saved had a different approach been taken. 

However, it must be stated that the resulting qualitative data, although not 

generalisable, does offer some very interesting and detailed insights.  

The Covid-19 pandemic also had significant impact upon the research. 

The researcher was confined to their home in Newcastle-upon-Tyne with no 
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access to a research studio or library. All in-person events hosted by Craft 

Scotland were cancelled. As such, valuable space for connecting with and 

conducting research was lost. A research trip to the United States to explore 

entrepreneurial profiles was cancelled. However, what did emerge was an 

opportunity to explore adaptation and development of craft entrepreneurship 

from a different perspective. Craft practitioners seemingly demonstrated an 

extraordinary ability to adapt their work to the resources available, adjusting 

their short-term goals and expectations and engaging in new collaborative 

activities in order to fulfil them. Significant value was found in the potential 

presented by the pandemic to reimagine the future of the craft sector, 

invigorating both individuals and organisational groups, but also presenting a 

major challenge. The resulting stories (Chapter 6.2), offer some of the richest 

insights, and so while the events of 2020/2021 may be seen as an obstacle they 

offered opportunity too.  

8.8. Conclusion 
 

This research sought to explore and gain understanding of how a craft 

development organisation such as Craft Scotland enables the entrepreneurial 

development of craft practitioners in Scotland. This was achieved by 

investigating the role of Craft Scotland in the Scottish craft sector; how craft 

practitioners draw on programmes of support when developing an 

entrepreneurial craft identity; and the influence of international opportunities 

upon the development of the craft practitioner’s entrepreneurial identities. The 

findings have argued that Craft Scotland, via its programming of craft 

development opportunity, provides vital space for the creation of culturally 
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valuable stories whereby participants adapt their entrepreneurial processes. 

These stories, as constructed artefacts of experience, are used by both the craft 

practitioners who created them and others in the Scottish craft entrepreneurial 

ecosystem to inform future practice. Thus, the opportunity frames created by 

Craft Scotland augment both the identities of craft practitioners as individuals, 

but also the wider craft ecosystem. As such, space must be made for the 

strategic collection and archiving of these valuable stories, providing a resource 

that can benefit the sector’s future entrepreneurial practices.   

By drawing on the support programmes of Craft Scotland, practitioners 

are able to leverage their own development by entering into temporary 

collaborations. It enables the building out and testing of a multitude of practices 

and identities, that must be carefully managed by practitioners in order to build 

and maintain their identity. This is a process of reflection, where a practitioner’s 

entrepreneurial approach is adapted to suit their needs. Thus, the research 

establishes the vital role of Craft Scotland’s programme of opportunity as a space 

for learning. However, an excessive focus on the object – rather than the 

practitioner – runs risk of failing to see the potential in investing in practitioners 

rather than their outputs. Indeed, growing grassroots activity, need for 

practitioner autonomy, and the desire from Craft Scotland to see the sector 

transcend the norms of craft’s status quo of practice suggests different kind of 

opportunity. Through this reconceptualising of craft entrepreneurship, the 

research advocates for greater space to be made for craft practitioners’ 

involvement in the creation of opportunity frames. Extending the prospect for 

craft practitioners to engage in vital learning and development, such adaptation 
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in the creation of opportunity frames empowers these individuals and 

contributes fundamental stories of production that can encourage innovation in 

the formation of an entirely new way of working. 
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Postface 
 

Since this research project began in October 2017 there have been significant 

changes in the world, let alone the Scottish craft sector. With the onset of the 

Covid-19 global pandemic, and the many consequences faced by society, craft 

practitioners faced a number of hardships and complications, as well as 

possibilities. Unsurprisingly, many craft practitioners first port of call was to craft 

development organisations which bear the responsibility of providing 

programmes of support. However, organisations were also reeling from the 

massive change and the immediate need to redirect and restructure their 

schedules and workload. Praxis within organisational management has led to a 

relative uniformity in activities and operations within an organisation, making for 

predictable manoeuvres. However, creative support organisations employed 

their usual reflexive and intuitive forms of management (Cray et al., 2007), 

adapting to the needs of the circumstance and calling for a major rethink that cut 

across all sectors (Donald, 2020). Creative support organisations ceased all their 

planned programming, pivoting to instead address the significant disruption, 

with a slew of impact surveys erupting across the UK seeking insight into what 

their communities were experiencing and what they needed moving forward 

(Comunian and England, 2020). Craft Scotland – the research project’s industry 

partner - was no different, cancelling its programme of events for 2020, including 

the Craft Scotland Conference, Craft Scotland Summer Show, and moving its 

professional development training from in-person events to virtual ones (Craft 

Scotland, 2020a). Indeed, a survey analysed on behalf of the Creative Industries 

Federation showed the impact of Covid-19 on the creative industries in Scotland 
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is believed to have been worse than any other region in the UK (Oxford 

Economics, 2020). With a projected drop of 39% in creative GVA because of the 

pandemic, it was Scottish respondents to the survey who felt most pessimistic 

about their future in the sector. After launching its own impact survey, Craft 

Scotland (2020b) were able to ascertain the impacts of the pandemic on craft 

practitioners, including: loss of income and sales; barriers to studio access and 

making; loss of promotion; the postponement of funding and grants; cancellation 

of research and creative development; enormous potential (but often ill-

equipped) for online selling; and the pressure of not meeting basic living costs. 

Amongst practitioners concerns for the future, including calls for advice of 

applying for government assistance, additional funding, or training in online 

platforms and hosting virtual events, one stood out for this researcher: the 

desire for insights into a re-imagined economy post-pandemic.  

Indeed, a major positive to arise from these otherwise tragic 

circumstances was the reflexivity and adaptation exhibited by individuals, 

resulting in innumerable novel approaches to the operation, organisation, and 

dissemination of creative activities. While the unfolding of a global pandemic 

was not the circumstances this researcher expected to be embedded in during 

the final year of their doctoral research journey, it was clear that the impacts of 

such a phenomenon would have major implications for the completion of this 

research journey. Despite presenting serious difficulty, even tragedy, for society, 

it also held potential that could be seized by us all, not least craft and the 

creative industries. As Pallasmaa (2009, p.149) states, ‘in any creative field the 

process of unlearning is just as important as learning, forgetting is as important 
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as remembering, and uncertainty is as important as certainty’. With a major crisis 

that demanded the reflexive action of an entire industry, the circumstance of 

pandemic did present an opportunity to incorporate the experiences of the 

Scottish craft community into sections of the research in a way that 

complemented much of the work already undertaken. 

While the research has emphasised the dynamic, ever-changing nature of 

the sector being focussed upon, managing this process has proved tricky for the 

researcher. However, it is indicative of the constant work that is demanded of 

actors in the Scottish craft ecosystem itself. An area of concern is inevitably the 

effect of the changes in the sector on the relevance of the research being 

undertaken. However, it is hoped that the contributions made in this research 

offer valuable insights that can go on to inform myriad future research 

opportunities. Indeed, exploration and interrogation of how the sector 

understands a craft practitioner’s approach to building their career has become 

more prevalent than ever. Although the research began with the interview of 

then Director of Craft Scotland Fiona Logue, her stepping down from the post in 

2018 saw Irene Kernan take Logue’s place as the new Director of Craft Scotland. 

With a new Director comes a new style of leadership. Therefore, to bring this 

research back to where it began, the thesis concludes now with some insights 

taken from discussion with Irene Kernan in response to the research findings, the 

reality of craft enterprise as of Summer 2021, and Craft Scotland’s concerns for 

the future of the sector. Of note is the significant impact the Covid-19 pandemic 

has had on the entrepreneurial operations of craft practitioners: 
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 “With Covid there has been a lot of moving online, so a lot of 

makers were able to do that quite swiftly and were quite literate in 

terms of digital activity and communication, and so I think that has 

changed their models in some way, you know selling through 

Instagram very successfully […] also the ethical nature of people 

working in the arts has come to the fore as well. Things like co-

ordinating to raise money for foodbanks, getting together packs for 

school children to be able to make craft at home for home 

schooling, people just volunteering in their local communities, you 

know doing workshops online so people can benefit from that 

wellbeing aspect so I think that came to the fore very strongly. I 

don’t know if people tell the story of that necessarily, it’s just what 

they do, but for us that would be an important thing to share.” 

 

This emphasises the role of mutual aid in the Scottish craft sector, and in 

particular the tendency for craft practitioners to not necessarily include these 

practices in the story of who they are as a craft enterprise. However, Craft 

Scotland’s power to share these stories can shine a light on this valuable 

practice.  

Crucially, the move to virtual operations has had a significant impact upon 

the craft sector, impacting everyone in different ways. While Kernan discusses 

the changes craft practitioners have had to undergo, the same is true for craft 

development organisations. Prior to the pandemic, Craft Scotland worked 

primarily in the creation of in-person events and opportunities. The loss of a 

regular exhibition such as the Craft Scotland Summer Show, for example, 

demanded reappraisal that resulted in the creation of new ways of working for 

the craft development organisation as it built out its programme for Craft Week 

Scotland: 

 “Because it was online we changed our agreement for it, so with 

Craft Week Scotland we made the decision to be broader with who 

we would involve, so maybe makers, galleries, and other places 

were included that we wouldn't necessarily have profiled 

significantly in our programme, we wanted it to show what's 
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happening within craft. So we just had an opportunity, people could 

apply to be part of the programme, where they’ve got a chance to 

be promoted online to the press, and have a platform that you 

could use as well.” 

 

The result to this change in Craft Scotland’s approach to programming saw the 

presentation of Quality Vision Craft, a collaborative event between two craft 

practitioners who drew heavily upon their experience of curatorial and 

production practices to create a unique week-long event. Whilst not typical of 

the Craft Scotland programme, the event demonstrates the potential for 

contributing new and innovative opportunity when space is granted to 

practitioners to imagine and create their own opportunity frame. It also shows 

how the changes in society have not just expected craft practitioners to change 

the way they work, but craft development organisations too.  

 It is the adaptability and resilience of the sector that has been truly 

tested, and awareness of the difficulties inherent in being a part of the creative 

industries workforce are gaining greater traction. This does see Craft Scotland 

working to address this: 

“One thing that we'd like is for makers to be properly 

respected and therefore remunerated for their work. For 

better understanding of their skills and commitment and 

that they get a decent fee that they can measure, that it's 

clear, like the Scottish Artists Union. Also that they don't get 

asked to do tons of work for free in preparation for taking up 

an opportunity.” 

 

This perspective underlines the need for a shift away from opportunity that is 

object focussed, and instead is practitioner focussed. The result would be value 

placed upon craft practitioner efforts at each stage of the opportunity, rather 

than solely on the delivery of objects for sale. Of course, this has implications 
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for how practitioners are supported by a craft development organisation, 

particularly when it comes to considering how to include practitioners in the 

creation of opportunity frames: 

“In order to offer co-creation, for example, that would have 

to be paid, because that's taking a lot of people’s intellectual 

efforts and time away from their usual work to help. So that 

would have to be paid for by us, and just expecting them to 

go and create work without any backups you know, so these 

are all conditions that do need to be brought out into the 

open.” 

 

This is the reality of much of the labour in the creative industries – there simply is 

not the economic wealth in order to compensate practitioners for all they do and 

contribute.  

While Kernan underlines the pragmatic expectations in the craft sector - 

especially around the unknowable and unexpected nature of returns – she also 

emphasises the difficulty of offering what might be considered ‘exclusive access’ 

to practitioners who are granted space to collaborate on the creation of 

opportunity: 

“I think the difficulty is how you would make that seem fair. I think 

we can do it with organisations very easily - obviously working with 

organisations has challenges - but all the organisations in the sector 

are pretty interested in working together to improve the sector for 

their own programmes.” 

 

Thus, an additional final recommendation may be for craft development 

organisations to offer advice to craft practitioners on the creation of their 

own craft development organisations. Working as a craft collective grants 

practitioners significantly more power, as seen in the collective identity of 

NY NOW in Chapter 7. It also could open up new forms of access to other 

craft development organisations, and, therefore, greater control of the 
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opportunity that is available, not just for them as individuals in a 

collective but for the rest of the craft sector. Kernan does not rule out the 

potential of co-creation for Craft Scotland, recognising that there is 

opportunity for exploration of the concept in the development of its 

youth programme, and also in reimagining the role of the Craft Scotland 

Advisory Board.  

While transformation for the future of the sector is a broad and 

heavy topic - almost as unknowable as the outcomes of craft opportunity 

– the resilience and strength found in the craft sector translates in the 

stories of these practitioners. Kernan describes their stories as 

impressive, no matter the way they choose to work, and this researcher 

(and hopefully the research itself) agrees with this sentiment. The task 

now is for those outside the sector to fully recognise it. 
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Appendix A – Study 1 – Chapter 5 

A1. Ethics Approval 

  

DJCAD School Research Ethics Committee  

  

University of Dundee   

Dundee  

DD1 4HN  

  

19th October 2019  

  

Dear Lauren  

  

Application Number:  UOD-DJCAD-2019-0140  

  

Title of Project: Making a Difference: Building the Scottish Craft Ecosystem  

I am writing to advise you that your ethics application amendment has been reviewed 

and approved on behalf of the DJCAD School Research Ethics Committee. Approval is 

valid for the duration of the project, as stated in the original application.  

  

Any changes to the approved documentation (e.g., study protocol, information sheet, 

consent form) must be approved by this SREC before the changes are implemented. 

Requests for amendments should be requested using the Post-Approval Request for an 

Amendment form.  

  

Approval is valid for the duration of the project, as stated in the original application. 

Should you wish your study to continue beyond the stated project end date, you must 

request an extension to this approval a minimum of 3 months before the project end 

date using the Post-Approval Request for an Extension form.   

  

Yours sincerely  

  

  

  

  

Dr Sandra Wilson  

Convener, DJCAD Research Ethics Committee  

 

 

 

 

 

 



 451 

A2. Participant Information and Consent Forms 

 

Participant Information for Craft Organisations in Scotland 
 

Making a Difference: Building the Scottish Craft Ecosystem 
 

University of Dundee School Research Ethics Committee Application/Approval 
Number UOD-DJCAD-2019-0140  

You have been invited to take part in a research project. Before you decide 

whether or not you would like to participate it is important that you read the 

information provided below. This will help you to understand why and how the 

research is being carried out and what your participation will involve. Please let 

the researcher who gave you this information know if anything is unclear or you 

have any questions. 

Who is conducting the research? 

This research is being carried out by Lauren Baker (l.e.baker@dundee.ac.uk), a 

doctoral researcher from the University of Dundee. All data collected in this 

survey will contribute to the researcher's PhD thesis. The academic 

supervisor for this research is Dr Louise Valentine (l.valentine@dundee.ac.uk). 

Who is funding the research? 

The research is funded by the Arts and Humanities Research Council (AHRC) via 

the Scottish Graduate School for Arts and Humanities (SGSAH). 

What is the purpose of the research? 
 

The purpose of this study is to explore the actions and motivations of active 

individuals and organisations in the craft sector in Scotland, as well as their 

connection to other actors in the ecosystem. The aim of this study is to 

contribute to wider research detailing the structure of the craft sector in 

Scotland, and the actions and activities that influence its development.   
 

Why have I been invited to take part? 

You have been invited to take part because you are an organisational actor 

contributing to activities in the craft sector in Scotland. As such, you have 

invaluable knowledge and experience that can contribute to a better 

understanding of the actions and activities that happen within the craft sector, 

and how these actions influence the development of the sector.  

Do I have to take part? 

No. Taking part in this research is voluntary, and choosing not to take part will 

not disadvantage you in any way. Should you decide to go ahead with the 

research you may decide to withdraw during the data collection process at any 
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time without explanation or penalty. All participants will have the opportunity to 

remain anonymous, and as such once you have submitted your survey response 

it will not be possible to withdraw from the study.  

What will happen if I take part? 

You will be provided with a consent form that will detail the information you are 

agreeing to share with the researcher, and how this data will be used. You will be 

provided with a copy of interview questions before the interview date. If you 

consent to participation, and interview date will be set. The interview can take 

place either face to face or over the telephone, at a time and date convenient to 

you. The interview will take no more than 60 minutes. The interview will be 

audio recorded, and transcribed at a later date by the researcher. An electronic 

copy of the transcription will be sent to you for approval before being included in 

the data set.  

Are there any risks in taking part? 

The participant must be aware that discussing details of their practice or directly 

naming others may lead others to being implicated or identifiable. Should the 

participant choose to remain anonymous all data collected will be transcribed, 

assessed, and anonymised before being sent to the participant for approval. 

Otherwise, there are no known risks for any participant in this study. 

What are the possible benefits of taking part? 

Benefits are the opportunity to discuss the actions and activities or key 

organisations with transparency, communicating the value or an organisations 

input and influence on the craft sector in Scotland. Wider benefits of this 

research are the implementation of stronger, more tailored provision for the 

future support of craft in Scotland.  

Will my taking part in this project be kept confidential? 

Participants in this research will be identifiable unless they stipulate otherwise, 

in which case participation in this research will be confidential, with any 

identifying features found in the data collected to be redacted or anonymised by 

the researcher. Any participant details volunteered for future contact (i.e. 

personal e-mail address) will be confidential, will be stored in a password 

protected electronic file, and will only be accessed by the researcher.   

What will happen to the information I provide? 
 

All data will be stored electronically on an encrypted hard drive for the duration 

of the research. Data from the research, including direct quotes, will be used in 
the doctoral thesis of the researcher, and may be published in journal articles, 
reports, or presentations. Once the data has been submitted it is possible to 
withdraw it from the data set by contacting the researcher by e-mail 
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(l.e.baker@dundee.ac.uk). Participants will be able to access a copy of any 
published results by request to the researcher.  
 

Data Protection 
 

The special category (sensitive personal) data that will be collected and 

processed in this study are names, contact information, and political opinions. 

The University asserts that it is lawful for it to process your personal data in this 

project as the processing is necessary for the performance of a task carried out in 

the public interest or in the exercise of official authority vested in the controller. 

The University of Dundee is the data controller for the personal and/or special 

categories of personal data processed in this project. 

The University respects your rights and preferences in relation to your data and if 

you wish to update, access, erase, or limit the use of your information, please let 

us know by emailing l.e.baker@dundee.ac.uk. Please note that some of your 

rights may be limited where personal data is processed for research, but we are 

happy to discuss that with you. If you wish to complain about the use of your 

information please contact the University’s Data Protection Officer in the first 

instance (email: dataprotection@dundee.ac.uk). You may also wish to contact 

the Information Commissioner’s Office (https://ico.org.uk/). 

 

You can find more information about the ways that personal data is used at the 

University at: https://www.dundee.ac.uk/information-

governance/dataprotection/. 

 

Is there someone else I can complain to? 
 

If you wish to complain about the way the research has been conducted please 

contact the Convener of the University Research Ethics Committee 

(https://www.dundee.ac.uk/research/ethics/contacts/). 

 

Alternative formats 

If you require a copy of the participant information or consent information in an 

alternative format (e.g. large print, Braille) please contact the researcher 

(l.e.baker@dundee.ac.uk).  
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Informed Consent and Privacy Notice for Craft Practitioners in Scotland 
 

Making a Difference: Building the Scottish Craft Ecosystem 

University of Dundee School Research Ethics Committee 
Application/Approval Number UOD-DJCAD-2019-0140 
 
 

It is important that you read the following statements regarding your 

participation and the use of the information you will provide. By completing this 

form, you confirm that you agree with these statements, and are willing to take 

part. 

 

 

Taking Part in the Study 
 

 I have read the participant information, or it has been read to me. I have had 

the opportunity to ask questions about the study and my questions have been 

answered to my satisfaction. 

 

 I consent voluntarily to be a participant in this study and understand that I 

can refuse to answer questions and I can withdraw from the study at any time, 

without having to give a reason.  

 

 I understand that taking part in the study involves completing on online 

interview.   

 

 

Use of the Information in the Study 
 

 I understand that information I provide will be used for the doctoral thesis of 

Lauren Baker, as well as connected research journals, short form reports, and 

presentations. 

 

 I understand that any personal information collected about me that can 

identify me, such as my name or contact details will not be shared beyond the 

study team. 

 

 I agree that anonymised direct quotes can be used in research outputs. 

 

 I give permission for the anonymised information that I provide to be 

deposited in an online storage depository, along with other research reports, so 

that it can be used for future research and training for at least three years after 

publication. 

 

By completing this consent form you confirm that you agree with these 
statements, and are willing to take part. 
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A3. Sector Maps 
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Figure 1 - Visual representation of every actor mention from Craft Scotland Annual Reviews (2013-2017) demonstrating 
introduction of actors into Scottish Craft Entrepreneurial Ecosystem 
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A4. Fiona Logue interview transcript 

 

Fiona Logue – Semi-Structured Interview  

  

26th June 2018  

  

LB: Can you describe the position of Craft Scotland in the broader craft eco-

system?  

  

FL: I suppose, we have a bit of a dual role. There are a number of other sector 

bodies, like Federation of Scottish Theatre who act as an umbrella group for all 

the theatres, or you’ve got people like SCAN who go across arts organisations. 

I’m trying to think … there’s a few others like that. In one sense, we play that role 

of advocacy and supporting the sector, but we also have a dual role as a 

producer, which maybe some of them, they don’t have. So, we actually 

create exhibitions or run CPD programmes or have an outreach programme so 

we’ve got a bit of a mix there. Obviously, the programmes we run are to support 

the makers, but we are a hybrid of these two different types of organisation, and 

when it was most obvious, during the last round of Creative Scotland funding, 

the other sector agencies didn’t get three-year funding, they didn’t get what is 

called RFO [regularly funded organisation], but we did, because we also had the 

producer arm. So, it gives us a bit of a unique position. We are also unique in that 

we are the only funded craft organisation per se, where as there are multiple 

theatres or several literature organisations, there’s more around literature. We 

are the one and only. That’s not necessarily to do with the size of the sector, 

because there are probably as many practicing crafts people in Scotland as there 

are writers, or even visual artists. The other thing is of course that we sit 

within the creative industries within the funding stream of Creative 

Scotland rather than within arts, is that an advantage? I don’t know, I think 

sometimes with creative industries there’s an expectation that there will be 

growth, and there will be income generated, although that is certainly true of the 

arts as well. Everyone is under pressure to generate income, and not all our 

makers want to grow. They want to grow their income, but not necessarily the 

size of their business. they don’t want to take on staff and be larger necessarily, 

so there’s a lot of strange pulls and pushes going on in the sector. But as we 

say, we are the main one. There are some others in the sector who work with 

craft, like the Fife Contemporary, who will support makers in that area and put 

on exhibitions, and you’ve got Panel who are more in the kind of design mixed 

media type of approach, so it’s not crafts for craft’s sake in that sense, so we’re 

quite unique! Which is good, but we have a big role to fulfil, and possibly just 

because of the way we’re set up in the history of the organisation, we’re maybe 

not as big as we should be in order to do all the things we want to do. Having 

said that, we’ve grown, we’ve doubled the staff in the last five years, which 

is quite interesting because when I came there were 5 of us, 6 including 

freelance bookkeeper - 3 full time, 2 part time, 1 day a week book keeper - and 

now we’ve got 6 full time, 2 part time, and… I’ve almost doubled it. Because I 

think there’s a lot you can so, you don’t always need money but you need 
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resource to do lots. If you look at the outreach programme, we’ve now got 

somebody working part time on that, it doesn’t need a lot of money but its 

working with partners to use craft to engage with their audiences, so often we 

can use their money. Back to the question, how do we see it, I think now I think 

it’s fairly well regarded because of the unique position, and the work we’ve done 

over the last several years we’ve got credibility I think in the arts sector, even 

though we’re creative industries, I think there’s a recognition of some of the 

work we’ve done that we are an art form as well.   

  

LB: You mention the other sectors in the creative industries have more 

representation – why do you think that might be?  

  

FL: Probably it’s historical? For publishing you’ve got the Scottish Book Trust, 

you’ve got the Scottish Library, you’ve got the Publishers Association …  I can’t 

think … I’m sure there’s at least one more organisation in that area, so they’ve 

subdivided that process of writing and the process of getting it to market, it’s 

different stages there, and so …I mean look at the commercialisation of selling 

books! It straddles art and creative industries, I think that there’s been pressure 

from within those communities over time, it’s seen as an art form, and it’s had a 

series of reviews, these things have been set up by a funding body, or through 

pressure from the sector, and to be fair there hasn’t been that great pressure 

from the craft sector that I can see.  

  

LB: Is that something that is emerging - so you mentioned your staff doubling, 

which is growth – is that something that is building momentum?  

  

FL: I don’t think … I’m not convinced that we need more support bodies, but I 

think it would be good to see more projects – or more support for organisations 

that want to have a craft event – I’m thinking somewhere like Dovecot: it’s a real 

shame that they lost their funding, but that has to do with how they have 

changed their programme and they haven’t had any kind of outreach or 

anything. I think I was always surprised that Applied Arts Scotland never had any 

funding, I know they talked about going for it at some point. They see 

themselves as the makers organisation ‘By makers, for makers’ they say, so more 

like a union in that sense, protecting their rights. And in a way, that is the job I’ve 

got to do, even though we don’t have members, and there might be something 

about a membership organisation that acts as a union and carves out a very 

niche role for itself, because even with us growing, I don’t think that we could do 

it all. And so, there could be a dividing of the ways at some point. They do a lot 

to look after apprenticeships, so there could be growth around that area of 

training, the arts schools, you know something like that that they could do and 

be a membership union, but it’s got to come from them. And the other thing that 

I see a lot in visual arts that you don’t see in craft is people coming together, and 

maybe it’s more visual arts because they are more connected with galleries, but 

you’ve got places like Transmission gallery and Collective gallery, where artists 

have come together saying ‘we want a place to exhibit our work!’ and they get 

together and they do it and that is where the Printmakers Workshop started out 
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for example, you know print makers were saying ‘Gosh, once we left art college 

there was no facilities for us – if some of us got together we could share 

resources’. So, if you look at it you’ve got a network of print makers workshops, 

you’ve got sculpture workshops that exist for the same reason, that 

share equipment and resources and access to some specialist skills, it helps 

people. So, what’s happening in craft? Well, interesting to know is that there are 

now three ceramics workshops in and around Scotland, which is quite interesting 

where makers come together or one maker who has real energy, there’s one in 

Edinburgh, there’s one in Glasgow, and there’s one in Dundee, although I don’t 

know much about Dundee. But they have been set up with money from 

Creative Scotland, but as a project, not as an ongoing RFO, to buy equipment. 

Then it has to be run by volunteers, which is okay, because that is part of the 

creative model, so could there be other models like that, and could there be 

more initial project funding for example, the Scottish Potters Association, where 

they do some great things with their membership, and they do great training. 

They took people off to Japan to see what was going on there and gain specialist 

knowledge and skills. Makers come and do a masterclass, and it’d be great to see 

them getting small bits of funding. Same with the Scottish Glass Society, I think 

they are all meant to just pay their way from the memberships, but some of 

them could be a bit more ambitious.  

  

LB: You mention that voluntary work is part of the creative model. What do you 

think of the relationship between bottom up initiatives and top down funding?  

  

FL: Maybe there’s a disconnect there. Maybe that’s why you see someone like 

Applied Arts Scotland having waves of energy, and perhaps you lose some more 

committed members. The thing is it’s too difficult to get money, and if it’s 

volunteers trying to get it, I mean I do it as a permanent full-time job, but to try 

and do it when you’re trying to do your practice as well is perhaps difficult, and 

maybe there’s an assumption that some of these organisations are more 

amateur? And to be fair just to do what they are doing day in day out, they 

maybe wouldn’t get funding for that, so it’s about having the initiative to up their 

game and do something out with the norm, that would help get them money. 

Mostly what they want to do is exhibit their work, and a huge problem is the lack 

of good places to exhibit craft work in Scotland. Well there are places, but not 

places that are well known for it, and I think they could be ambitious once every 

five years, like the Mosaic ... well, there isn’t a Mosaic Society in Scotland, but 

there’s one that’s a UK thing, and they brought an exhibition up to Edinburgh last 

year that was really quite interesting, but again I think they did that without any 

money, but again that might be where you get the step up to get some extra 

funding? And that’s one of the things, I don’t think that we embrace those 

societies enough, there is probably a disconnect between us and them. We did 

try when we first began, we started something called the Craft Bench, which had 

representatives of the Furniture Makers Association, Scottish Glass Society, 

Scottish Potters Association, Basket Makers Circle, Scottish Jewellers, 

Embroiderers. So, the idea was they would come and talk to us, we would have a 

couple of conversations a year, but it turned in to me just telling them what we 
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were doing, there wasn’t much coming back from them and sometimes you find 

yourself saying ‘what can we do to engage with you?’ and what we 

wanted was for it to be a filter where they would take info back from us to 

the members. But also, we would get info from them, and we could feed it in 

to things that we were promoting, but it felt very much like they just came in 

to listen to me talk, which might have been the way I approached it, but some 

folks sat and said nothing. Perhaps because they felt it was a bit formal, we tried 

everything, some coffee, etc., but there’s a bit of a disconnect between us, but 

they also maybe felt like they were just getting on and doing it. Maybe they don’t 

need us?   

  

LB: Do you think they knew what to expect from you?   

  

FL: Maybe…. Well, at the time, you could have space on the directory for free, so 

doubt it was an intimidation thing, though I could believe it would be now where 

a lot of the members of the Scottish Potters Association, their work might not be 

accepted now for the directory, on the basis of quality judgement, so I think 

sometimes things happen and they happen well and they don’t need Big Brother 

organising it for them, but I remember very early on…. Did I show you my 

jigsaw??  

  

LB: You did, yes!   

  

FL: I go back to it all the time, and I just think there’s so much to be done, there’s 

so many people all need to work together to really make the sector strong, 

but they need to happen in different ways: small projects, galleries, local 

authorities, and I positioned Craft Scotland in the middle, but we wouldn’t exist 

without everything else.  

  

LB: I do like the analogy of the jigsaw.  

  

FL: I’m so glad, it just stuck in my mind!  

  

LB: Craft business models are very interdependent in the jigsaw analogy  

  

FL: Yes, places you sell your work, and trade fairs you might go to, it all 

interconnects. It’s an ecosystem.  

  

LB: So how do you make decisions about the programme?  

  

FL: There has been a lot of research done over a long period of time, and if you 

look at it a lot of the same things keep coming out about what makers need or 

want, although a lot of the time a lot of it can be quite conflicting. Sometimes 

there is no info available about XYZ, and then somebody says ‘there’s too much 

information, I can’t find my way!’ which might be the same problem expressed 

in a different way, the information is there but maybe it hasn’t been clearly 

communicated. So, you have to try and work your way through it, I suppose (1) it 
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is based on a bit of history, it was what the organisation was set up to do, which 

was around online resources and directory, and it was set up to do that and I 

guess that still is something it has to do, and I forget about it when we’re talking 

as it’s just there and it happens. This year we launched the new website, but 

it’s really easy to forget that that is a huge part of what we do. I mean, in fact we 

have 3 people working on online provision, there’s marketing in that too so the 

roles are wider. But that’s again where that split personality comes in about 

being producer and a provider, and you really see that in the work of the 

marketing team, whose role is not just to promote what we do but what the 

sector is doing, so if the Dovecot has a great exhibition on we will shout about 

that, if the Scottish Gallery has a great exhibition on we’ll shout about that, we’ll 

talk about XPO North. We talked about the Look Again Festival in Aberdeen next 

week, so we are celebrating and promoting craft that is going on around the 

country so there’s a lot of work to do there. And I suppose talking about different 

craft practices, a lot of the blogs and stories on the individual makers is helping 

support them and their practice, it’s not helping anything we are doing, 

it’s about the wider community of what craft might entail, rather than a very 

narrow view. Some of it is history, the website and all that side of things is still 

crucial to what we do, we obviously have developed that over the last year, 

but building the website and changing the way people come to the directory, 

charging makers which is a change. Interestingly there has not been a huge 

amount of adverse comment about it, people may vote with their feet by not 

having a profile, but most of the makers who would like to have a profile on 

there have said it’s less about money and more about time – I think it is a better 

service… Unless you try to be totally inclusive, and cover everything, and have a 

national index, then it is serving a better story to the public giving them a better 

selection of what is going on. So that and the exhibition programme are probably 

the two: the website and exhibitions both remain important, and you just refine 

what you are doing there in terms of which exhibitions you do. We’ve done a lot 

of work in different markets that we maybe should go in to. I’ve just turned 

down an invitation to go to Catalan, invitations to Germany. The question would 

be ‘why?’.  Apart from being flattered that people think the exhibitions are 

great – it would probably benefit them more than our makers. If the 

Scottish government came to us with a wodge of cash and said we want you to 

fly the flag for Scotland, of course we would do it, but I wouldn’t be 

worried because that would be the reason for doing it, it would be about 

building the profile of Scotland through craft. But with a limited budget you’ve 

got to say ‘What are the opportunities that are really going to deliver the best 

results for the makers? What’s going to open up the greatest opportunities for 

them? What’s going to make the best connections, and help them in their 

sustainable business?’ and so that’s why… We get feedback from people and we 

do research, and that is why in our 3-year plan there’s a focus on 

London, because we were looking at different international opportunities, but 

London is an international market and buyers from all over the place go there. 

And I guess the secondary international market is still the States, where we have 

worked before, we’ve had some success, we know people love Scotland and the 

work from Scotland, so we will still ….  It’s Scotland where we need to do a lot of 
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work, our Summer Show is in great demand. So, Scotland, London and the 

States, and if something came up that was a really good reason for going, we’re 

not saying we wouldn’t do it, but rather than being flattered and going off, that 

would just be a distraction. It needs to take the organisation further on. So those 

two things are there. The other part of the programme, comes from some kind 

of pressure sometimes from sponsors, or funders really, so in order to fulfil our 

commitments to Creative Scotland there are things we need to focus on like 

diversity and inclusion and how do we answer those questions? Environmental 

concerns, and so they have their plan which we need to help them achieve. 

Creative learning being another one, ours has to align with that, and so I think 

that is why we did always have a Meet Your Maker programme which had been a 

project to have makers in the community, but we developed that a lot because 

we realised that’s a good thing to do, not just to get craft out to the wider 

audiences but also the strength of our funding. And the bit that was missing was 

having a structured CPD which we have done bits and pieces of but 

we realise through research that even though people were doing bits and pieces, 

this sector, the community felt we should be doing more, and so that’s to me the 

important thing we had to develop. So, history, pressure from funders, and 

feedback from makers. And also, intuition- we think something would be useful.  

  

LB: In terms of feedback, is this the only way you measure impact currently?  

  

FL: It’s formal and informal – we send surveys out after the fact and that’s where 

we get ‘that event has been a good event to take part in’ and then we send out 

the general survey which is kind of more open and say ‘what would you 

like?’. And then we look at other reports that are done, the Crafts Council, or 

other bodies, the Royal Society has done reports, so there is a raft of research 

that we try and keep on top of. We also talk to makers quite a lot on one to one, 

for example XPO North is intended to do that, where we will get feedback from 

people in the North of Scotland about challenges and what they need. But we 

spend a lot of time, if they are part of the exhibitions, you get a lot of talking to 

people, and finding out things you don’t know. I didn’t know about the extra 

trade that cruise ships bring to Shetland now, some of those makers really have 

got very good practices as long as the cruise ships keep coming, which is a force 

we can’t control, but what they need is not routes to market, their 

market is there, but what they need to do is prepare themselves for market, so 

maybe there’s something around training there. But it’s a strong community and 

they learn from their peers, so sometimes we say ‘we don’t need to go there’, 

because it’s ok, it’s covered. But yes, talking to makers, we did try roadshows 

one year, we went out and about in 5 areas and said ‘come hear what our plans 

are for the year’. Interestingly it was mostly makers where, it was the first time 

they heard anything about us. And on reflection we probably put them off 

because we were like ‘rah raah raah we’re off to SOFA Chicago’ and that wasn’t 

what they wanted to hear, because they were maybe that step up from hobbyist. 

What they wanted to hear was ‘here’s the resources we’ve got that you can all 

access, here’s the training programmes we’re running that you can come 

to, and there is lots of information about workshops on the website’. So, we 



 463 

should have started from the bottom up rather than the top down, that’s 

maybe where there was a disconnect. So, we were rather put off by 

the roadshows, as we over promised and under delivered, because they came 

along to talk to someone who had nothing of interest to them. Not to say we 

couldn’t do that again, but we do also go out, to do talks at the art schools. The 

team have done a couple this year, and they did one for Fife Contemporary, New 

Graduate Start-ups, so you get feedback from those events.  

  

LB: The need for face to face interaction stood out on the BM canvas - how 

important that might be for makers? Do you think there’s room, or a need for 

more of that?  

  

FL: I don't know it's nothing that we've had, that I've picked up from, so 

if somebody's said so it's interesting if you have. A lot of people do come and talk 

to us individually and that's probably because they've got the confidence to do 

that, so it might be people have never spoken to you before. Then we get 

random people, we are …. you know, if you look at the inbox and enquiries that 

have come in, I just did the numbers, but it was something like 30 a month or 

something like that, which is quite a lot of people getting in touch. I had one 

yesterday for, not from a maker, but from somebody in Dumfries and Galloway 

and they wanted to involve crafting development in their staff, so people do 

know that we’re here. We probably don't shout that we're doing those things 

because it's just stated and taken for granted that we’re here. We had the Craft 

World Cafe day, so I set something up after working with Applied Arts 

Scotland, and I realised a lot of the people working, running galleries, freelance 

curators, like makers they also act in isolation. So, it was a chance for them to 

come together and talk, so with Pamela and Louise we set this thing up, as the 

steering group, and we invited 20 people. It was informal and what we tried to 

do is invite different people geographically and we brought people together 

twice a year, just to have a chat and a catch up. Out of that came ‘well maybe we 

should have this manifesto for craft, maybe that's something we should have’ so 

on the back of that, we worked with a woman called Roanne Dodds, who would 

run these events for different sectors called a World Cafe event. We had a lot of 

people in, lots of tables, lots of post its up on the wall, so we supported, it wasn't 

a Craft Scotland event, but we were the driving force behind it. Rowanne got 

paid from Creative Scotland to do this event, but it was incredibly difficult to get 

the makers to come along. It was an open invitation to everyone, lots of people 

working in infrastructure, yes you had to give up a day, but you got coffee, and 

lunch, so give us your thoughts. There was a phase one, and then 

unfortunately Roanne became ill and couldn't continue. So it kind of had a 

second wave, which I asked Pamela to pick up and do, which Craft Scotland paid 

for, because we didn't want to see it go, but I can share that with you if you 

remind me, where they went out and spoke to makers in greater depth about 

what they thought were important things, and again it was hard to engage with 

makers, and so it fell away again and I'm thinking nobody in the craft 

community is shouting at me that they want this thing, so I've kind of given up on 

it a little, but I think it became too big a manifesto, we wanted all this to happen. 
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But that was really to answer the question about engaging with the makers, 

because if you give them the chance to do it they don't take it, they don't take up 

the offer. That's not reason for us to not keep trying, but I don't know what the 

format would be, but I suppose that's what the conference is about: come 

along, and ok, there's a lot of information, but this is an opportunity to talk to 

you us, if you've got an idea of something. There is a lethargy in the sector, and I 

don't know whether that's true of all creative people, but to be fair they're so 

busy doing their own thing. I do appreciate how busy they are, but yes, it's hard 

sometimes to get feedback from people. We've also got the Advisory Group, so 

as well as the Board, you've got the Advisory Group with 12 established makers 

on it, who were there to feed into it, on the things that are going on, and they do 

challenge us. It’s not for the want of trying that we talk to people. There’s project 

about to start with loans for makers to get loans via a credit union, and 

I asked them to be involved by saying ‘I'll pay your travel expenses, get you 

coffee, and we'll go for drinks afterwards’ and I just invited certain 

people, and it's the same for the Advisory Group. We put a call out for people 

to come forward to join it, and it didn't work. So, then I found I just went out and 

invited people, and the personal approach made a difference, I would say ‘I 

would love it if you could come and join us on it’ and then the answer was ‘Oh! 

Thanks very much, I've been invited to it!’ rather than them just responding to a 

broad call, so I think that that may have to be one to one conversation and calls. 

That's possibly where we get accused of working with the same group 

of people, because the ones that put themselves forward are always the same 

ones. One maker said ‘Why wasn't I invited to be part of COLLECT?’ and we had 

to go back to them and say ‘well, it was an open call - you had to 

apply’, and they have applied this year. But there is a thing about trying to do 

and show the best as a public body – selecting what is best, is that 

right? We have to give the people the opportunity to apply, and what tends to 

happen is if somebody gets selected for one thing, they then grab some of the 

confidence to apply for something else, and there's a good chance of being 

selected again, but we can only select from people who apply  

  

LB: Do maker’s see themselves as exhibition appropriate? Is there a reason 

people don’t put themselves forward?  

  

FL: Sometimes, if they’re busy and they don't see it if it's in the newsletter - I 

can't force feed information and opportunities to people. We are trying to share 

it as widely as we can, these things. You hope there's a bit of a Buzz from people 

saying ‘Oh, you know when is the next event? When is the next application 

coming up?’ and they’re keeping their eyes open, but it can't always work. 

Sometimes you just invite people to do things, but again it's when people…. I 

suppose at least we know how they work… The first exhibition we did with 

VAS Scotland was focused on ceramics, we invited people, and that was very 

much because it's in the RSA Academy, it’s a big building, we wanted the work to 

give people a ‘Wow!’ experience, of makers who are working in different 

ways. So, we approached three different people for different reasons: we have 

to select, because it was curated with a story to tell. And you know, it takes a lot 
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to put these events on, at least for some of the bigger opportunities where they 

are highly subsidised. Makers do pay, but for what it costs us, we spend 

around …. we spend at least £1,000 per head, and some of these events both us 

and makers invest a lot, where as if they went to them alone, the cost … it 

would cost them a few thousand, so we save them a lot of expense.  

  

LB: So, for something like COLLECT, it's £25 to submit an application, and £250 to 

exhibit -  so they have to sell £500 worth to recoup those costs alone  

  

FL: Yes, and then they have to pay to travel down, and any expenses…. It is a 

different model than visual art, that we do get away with charging people, and it 

often worries me that a lot of the income we bring in is from the makers 

themselves. They have to pay that and pay us commission, which maybe seems a 

bit unfair, and maybe some people are put off by it, but when you see the 

number of applications, that we get, we do get a good number. And it would just 

be more people to turn down – events like this, it needs a degree of 

commitment, they need to be producing more work for it, new work, and really 

push themselves to produce something better, so I guess the money suggests 

commitment.  

  

LB: For the directory – you said there’s an expectation of an assessment criteria – 

the idea of a certain level of attainment, a bit like the commitment for a show – 

how does this feed in to professional practice?  

  

FL: It was hard getting the directory together, and changing it, but when I think 

about what was on there, profiles with no images, out of date contact info, 

you couldn’t contact the people listed. What does that say to the outside world? 

We weren’t doing the craft sector any justice by promoting that. And I think 

now, by being selective and charging, it means if you go on to the website and 

the directory, there’s makers you can contact on there and images of quality, 

and you can find a really good example of Scottish craft. We say to 

people ‘Well, we think your work is good, but we can’t tell from your 

photography.’ So, we advise them to go away and get better photographs, and 

then perhaps we can list you. And in a way, perhaps that is informal training and 

development of professional practice? But also, it provides an example for other 

makers. If they look on there now, they know what kind of work they are going 

to be expected to provide. Not all makers have issues with the work itself, but it’s 

about presentation and the communication of their work, in terms of their 

branding, their collections, so there’s that kind of informal professionalization.  

  

LB: I spoke to a maker at the conference, who said she got great feedback about 

her application for the directory, who said it was very helpful to have that 

guidance.  

  

FL: It is quite one to one, it is interesting as some people put in 8 images, and 

there’s two very random, and you say ‘well what is that? Is it a different 

collection?’ but there’s a sense of trying to cover all bases and get everything out 
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there. And that is where our team come in, the team do care, that’s where the 

personal connection comes in, and they are very good at giving that level of 

service of help and feedback.  

  

LB: Back to the business model canvas– you mentioned the duality of CS, and I 

thought that came forward in the BMC – do the community recognise this?  

  

FL: We’re not seen as a business, but the community sees us…they know we get 

public funding, and there’s an expectation there that we will provide …a public 

body role is the perception. And this idea of ‘well you should be doing this for us 

because you get the money’, whereas if they saw us as a business they would 

have no right. On the other hand, we do make it clear that we need to have an 

income, and that’s where commissions and fees come in, although to make it 

clear that it is not just about making the money. Although it is very useful it is 

also about the commitment. I think we have been challenged a couple of times 

about commission, and this has mostly been from furniture makers with very 

large pieces and then we have been flexible, so we take reduced amount of 

commission on very high-priced pieces, and we only take 40% on the summer 

show and things like that. It’s a flexible amount. 50% is what commercial 

galleries take, and so we work to those lines, although like we said there’s the 

participation fees, and I kind of think we should…. It’s not written in stone, and 

as we say it is reducing, but one of the things we did do…. So, for example 

at COLLECT there was a commission form a large gallery and one of the things we 

would expect is to get a share of that commission, because we have worked 

to achieve it, so in some senses we are acting as a commercial gallery in 

commissions.  

  

LB: You don’t have a bricks and mortar space like a gallery – is that something 

you would like?  

  

FL: That’s the elephant in the room – I wouldn’t be surprised if my successor has 

that conversation. We talked about it a lot, I suppose personally I didn’t have the 

energy for a large capital fundraising project, so it was a question of what to do, 

and I thought I can spend the next few years doing things or get side-lined in to 

doing that fundraising. For example, the director of Print Workshop Edinburgh 

has spent a lot of time on development and fundraising, for building, in which 

time the technicians have kept it moving along, but all their time has been on 

that. And so, it was ‘how do we spend our energy?’ And also, what it should be? 

Creative Scotland had no appetite for it, but they said ‘if you want to go away 

and put plans together for it, you can’ but they weren’t keen. And I argued the 

case that you know, multiple print studios, multiple sculpture studios, galleries, 

the rest of it, but it was a question of would it be a gallery? Would it be a shop? 

Would there be individual makers studios in it? Would you run workshops there? 

Are you cutting across makers that are doing those things? How would you select 

makers that had studios? Are we in the business of running workshops, maybe 

we are now as we have the outreach programme and are engaging with other 

groups, and certainly to have a place where you could engage more with some of 
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those artists working at other levels. I think it would help the public identify us if 

there was a national centre to go to.  

  

LB: That maybe feeds back to CS originally being an online resource only?  

  

FL: Perhaps…. Ultimately, I just am not convinced there’s enough money, we 

could lose our offices here and that would bring a certain amount of income 

from what we are paying here rent, it would go to subsidising it. Maybe all year-

round sales could contribute, but then staff, front of house, and putting 

exhibitions together, to build a programme – it all costs…. although, it wouldn’t 

be huge in the scale of things,  

  

LB: What do you think are the business imperatives of this research?  

  

FL: I don’t see us a business... but the imperatives… apart from informal feedback 

from people and anecdotal feedback, we don’t really know that the interventions 

we make are doing anything to help, to develop, to maintain sustainable craft 

practices. I suppose that’s what we are here to do… And I don’t really 

know whether or not the programmes we run are achieving that or not. I don’t 

know how to measure it. I don’t think it is a unique problem, but if I had 

the time. I think we just need to feel that for ourselves, some value in what we 

are doing, and for our funders to say ‘yes, they are doing things that are right’ 

but also to go out to other funders or trusts and say that we have some 

evidence, rather than just us saying things. I’m saying, you know ‘this maker says 

this, this maker said that, we sold £30k at COLLECT’, but someone might turn 

around and say ‘well so what?’. We say something is a success, we have a 

success in a sale - is that now going to help Harry Morgan on his way, and have a 

great career? One would hope so, because one of his sales was the commission 

for the VandA, and so that was getting his work known more internationally. Or 

was it because, he had already done some work with us, and then the Crafts 

Council picked him up, they already had him on their list, and was it just 

serendipity that we had him at COLLECT? It’s very hard to know. And what about 

the other artists that took part? That nothing happened for? Is it just good to 

have on their CV because the next time someone looks at them they have a 

degree of credibility because they have got that? Is it because they have upped 

their game and produced a new body of work that gives them a new opportunity 

for an exhibition? Is it everything?? Speaking to Susan about it, she was with us 

in SOFA Chicago, she’s off to a 3-month residency in the USA, and I asked ‘how 

did you get that?’ and she said ‘oh, the director came and spoke with me in SOFA 

Chicago’ and I said ‘that was 3 years ago!’ and she said she was waiting for the 

right time to go, so it’s a new opportunity that she gets to go to.  

  

LB: So, is it a communication issue?  

  

FL: We do ask them to keep in touch, we do have the feedback forms that go 

back to them, but I suppose there’s that formal process of tracking people over 3 

years, we haven’t had the luxury of doing, that so having someone to do it, who 
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can look at it more objectively. When you are close to it yourself, and you’ve ran 

the event, you find it hard to be objective. I usually am, and I look for the things I 

could have done better, but I am prepared for the fact that some of the findings 

might say ‘this is not the best use of your resource’ I’m prepared for that, and 

that is why I have been so interested in investing in CPD, because I think that 

will actually impact more people in the longer term, and help them prepare. It is 

almost as if we have jumped a stage and gone straight to the exhibitions, and 

they are very important for other reasons and for raising profile.  

  

LB: Exhibitions are very practical learning too.  You mentioned CPD 

and professionalization – how is entrepreneurship and development perceived 

within craft?  

  

FL: I think most people run a mile from entrepreneurship. They don’t think of 

themselves as a business, we don’t see ourselves as a business, but if you asked 

them about having a business I think they would say ‘I don’t even have a 

business account’. And so very few of them want to be…Well, what do you mean 

by entrepreneurship? To me, that is someone who will come up with a new 

business idea that will be developed for extra growth and money. That to me is a 

kind of…. I don’t mean that negatively, but I just don’t think that’s what people 

want to do. So, words around entrepreneurship, like growth, and …. I think, they 

are all keen to look for something new, to have something that is theirs to 

explore, so maybe new tools and processes, they have been quite early adopters, 

maybe of things like 3D printing, some of them have been early adopters of all 

things digital, some are still luddites and have to be pulled along. But some of 

them do that naturally, and it is what is in themselves, but it’s not necessarily 

about setting up a business and making a fortune, that’s not the main driver for 

people.  

  

LB: What about entrepreneurial traits they have…  

  

FL: You see it in the ones that want to push themselves forward, so if you look at 

someone like Laura Spring, do you know...? She’s been quite focussed for a 

while, she knows what trade shows she wants to go to, she’s developed her 

collections, she’s done these courses, she’s been in touch with Scottish 

Enterprise, she’s been quite focused. I would say focused rather than 

entrepreneurial. She’s been willing to think about her business, so I would say 

she has been quite entrepreneurial. Then if you look at someone like Juli Banos 

Durman, who works in a different way, she is also quite entrepreneurial, in that 

she has applied for every international exhibition and competition there is. No 

surprise she won Jerwood open last year, and she’s on the shortlist for the 

European craft prize, but she is seeking out those opportunities so she is 

entrepreneurial in a different way. Laura’s work is more trade based, building up 

the collection and samples, and ways of producing, Juli is entrepreneurial in a 

different way in that she is building her artistic practice, and finding prizes and 

exhibitions, two different things, but what they both have is the kind of drive and 

focus in where they want to take their careers.  



 469 

  

LB: So, there’s different forms of craft entrepreneurship…  

  

FL: And so, I can see people that are driven, and other people that sit and wait 

for opportunities to come to them. So, someone like Bakka – she does 

contemporary fair aisle knitting, and she lives in Shetland. She has got 

herself really quite focussed on how she outsources the knitting, and who does 

what, and she is the person that has got a licence for the town square where the 

cruise ships come in, and she is selling direct to the cruise ships. Where other 

people might be ‘Oh, I am in my studio’ wherever, she is out there and she has 

put herself forward. Then other people like Susan O’Byrne, because she is the 

driving force behind Glasgow Ceramic Studios from the start, and she has had 

other people working with her on that, but she has been driving that on behalf of 

other makers, all the way along. So, there’s different ….  to me those are all 

different models of entrepreneurship in a way, but there’s a difference…what’s 

the end goal? And they can’t all be the same, there’s so many different paths. 

Does that answer the question? There are some good examples of working in 

different ways. I hadn’t thought about it till now, so thanks for asking the 

question!  

  

LB: Is the Craft Scotland approach ever entrepreneurial?  

  

FL: Like seeking opportunity? I think… I don’t think the organisation has been, 

and it is an interesting debate, as our previous chair was from Scottish 

enterprise, and she brought someone on who was a young entrepreneur, and I 

think…. they thought we should be more entrepreneurial, whatever that means, 

but I think because I have a background in business, we are more willing to take 

more risks. That might just be me rather than the organisation, but the 

organisation does inherit the traits of the person leading it, but for example…. 

When I first came, I was told, ‘you’re going to need to move to a smaller office, 

because we don’t have enough money for pay rises’ …. So, I started looking at 

offices…. I thought hang on…. This is just crazy, so I went and had a look and 

realised they were working off the money that we had been allocated for the 

year, but they weren’t bringing in at the start of the year the money they would 

bring in the rest of the year, so we had to take a risk and say ‘we estimate we will 

earn another £20k’ so you get another 20K in the pot, and straight away you’ve 

got another extra pot of money, but you’re taking the risk that you are going to 

earn that money. But then you have to earn it, so you set yourself a financial 

target, but that kind of thinking hadn’t been put in place before then. Also, I said 

‘do we need to move?’. So, I negotiated a reduction in the rent. And we had a 

store down in Grantham, and we blocked off the store and saved money there, 

so that kind of thinking. Going out and finding a partner to host the Summer 

Show, going out and finding a partner for trade fairs, the Scottish Exhibition 

Centre. That is going and finding other commercial partners who can go and 

provide something in kind for us. Hopefully those attitudes are something that 

can sustain us – I think partnership is very important, that…In order to build 

partnerships where they are going to put something in to it, you can call it 
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something like entrepreneurial confidence, you’ve got to be able to go out and 

sell your organisation, and that’s what I’ve been doing you know? Even 

then….an example, our outreach programme, with Historic Environment 

Scotland, we spent a couple of years cultivating it, and then we produced the 

programme. The first round, I think we both put in around £1,500 each to it. 

Now, we will be putting in around £4,000 and they will be putting in 

around £20,000, which is money that comes through us and goes direct to 

makers. So, there’s money that.... Because we proved it to them, they liked 

us, they liked working with us, us selecting the makers, they like us paying the 

makers, they like us doing the admin. For that, we get the association, we get the 

partnership. The makers get the money and the opportunity of taking 

part. So, it’s almost like another £20,000 grant that has come in. So, it is thinking 

creatively, I don’t know if that is entrepreneurial? So, I say, I don’t think it was in 

the organisation, and I think any organisation that has public funding is by nature 

not particularly entrepreneurial. There’s fear that you might do something 

wrong, by taking a big risk. When we went to Baltimore, I had no idea what was 

going to happen. We could have lost a lot of money.   

  

LB: The makers really loved Baltimore  

  

FL: Oh, they loved it. And they really want to go back. But they might not get to 

go back! Even if we do go, it might not be them that gets taken, and there is an 

expectation that because people who went to Philadelphia, or the people who 

went to Baltimore, that they would get to go back again, but it might not be 

them. We’re working on it, but what people don’t realise is that you can’t just go 

back every year, you have to be invited. Anyway, we are talking to the American 

Crafts Council, because I don’t want to go back to a commercial event again, I 

want to go in partnership with someone like the American Crafts Council, that 

gives it a kind of credibility, at venues like the Philadelphia Museum of Art. They 

did enjoy it, but they didn’t all make that much money. They enjoyed it as a 

holiday, and it shows you that they aren’t perhaps that bothered about money. 

We can share the stats if you want them, because they all had to pay a few 

hundred pounds for participation, they had to pay their fare over, then they had 

the stay there for 6 or 7 days. So, I reckon it probably cost people a couple 

thousand pounds each. So that’s what it cost them, so if that is the cost they 

need to sell about £10,000 in order to recoup costs, cover the days away from 

the studio. I think a couple sold around £8,000, no one sold less than £2,000, so 

they covered their costs, but remember that was only their cash costs, they 

hadn’t covered the five days they were there, or the days they took from the 

studio, or the days to make the work, or their materials. And this is where 

makers don’t know how to price their work, or price their time, and it showed in 

the amount of stock, as some of them didn’t take enough stock to cover their 

costs even if they sold it all. Even though we tried to help them with pre-event 

training. So, while they say it was a great success, if we were to do it again, we 

have learnt a lot about what we would tell them and try to prepare them, but 

they loved just being away together,   
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LB: So, it is more social?  

  

FL: Yes!  

  

LB: Is there something more than just selling on the spot, after events?  

  

FL: Yeah, more connections, trade orders. What we are doing of course, we are 

going to NY Now. So, we got this money from DIT, so we’ve got 12 grants of 

£2,000 each for makers to go to NY Now, so that is money that we will be able to 

get...We are increasing the amount of cash the makers get… So that’s an 

opportunity to get people to the US market, not face to face customers, but 

getting trade orders. There’s so much we could do! But Jo and Allyson are two 

people…We have to ask what are our priorities? Are we better doing a Baltimore 

or a COLLECT? How do we judge? I don’t know how to pick between them. And 

we have the SECC Trade SHOW, which ticks another box. What’s the point of 

doing a trade show in NY if you haven’t done a trade show in Scotland? And you 

understand what is needed for that, what’s involved, the pricelist, the volume of 

orders you’ll get, your fulfilment time or whatever. If makers start off learning 

how to do that here in Scotland, and then go to NY. VAS is all about that 

thing that… One of the things is about craft being seen on the same level or on 

the same platform as fine art, and we don’t want to be seen as a second class art 

form So that is very much my way of doing that, so that small annual exhibition 

every year has a small presence, spotlighting craft, it was at the same time as the 

Society of Scottish Watercolourists, so there’s all the artists going in who have 

maybe never seen great quality craft like that before, so you could maybe give 

up those two things and go and do another Baltimore, but is that the right 

thing? So, it’s trying to get the right programme that addresses a number 

of boxes, I think we’ve already got so much to do in Scotland, in raising the 

profile of craft, and I think things like the trade show in the SECC, just starting 

out, then people can see if they want to go down the trade route. Interestingly 

trade isn’t seen as something, it’s not something that comes up or something 

that people want us to do, because not everyone wants to go down the trade 

route as makers.  

  

LB: Is that the perception of manufacturing needs?  

  

FL: This is the thing, out of a very small sector, it is not a homogenous sector at 

all, there’s so many different types of practice, and with a very small budget and 

with a very small resource of team, we have to try and support those that want 

to do trade, those that want to do international exhibiting, those that just want a 

bit of a boot to go and do what they are doing. People who want to engage with 

communities and run workshops, there’s all sorts of different things, and that’s 

where you ask, how do you make your judgements and pull your programme 

together?  

  

LB: So, is there anything you’d be concerned to hear about the programme?  
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FL: I don’t know, who knows what comes out of it...W would be disappointed if 

something that came out that said international exhibitions are totally useless, or 

if there was a common cry that said CPD is the wrong route. I think we have done 

enough work that says I’d be surprised rather than disappointed. I’d be 

disappointed if anyone said we didn’t do things well, because from the feedback 

we get something would have to have gone terribly wrong somewhere, because 

we know that people really genuinely appreciate the work that we do for them. 

You know if you look at the comments, after an event, everything that we do…. 

it’s just lovely, it’s really nice. And I am sure people don’t always get that in their 

job, but people do take the opportunity to say ‘thanks so much! We couldn’t 

have done it without you Craft Scotland’. So, I’d be surprised if that didn’t come 

through. I wouldn’t be surprised to hear the wider sector say ‘they don’t 

do anything for us’, because I know there’s a body of voice that can feel 

disenfranchised, and it is our constant job to engage with them. But then… 

Maybe we just have to stay focused and say ‘this is what we are doing!’ And the 

people who want to develop their careers, if you can help them and you’re 

enjoying what you are doing, go and do it! So, I don’t know…. I’ve really enjoyed 

talking about this though…the entrepreneurial thing is quite interesting…There’s 

examples, but it’s in individuals….and it’s how you define entrepreneurship…? 

And that’s why I call it focus and drive, and that’s why we try to get makers to tell 

their stories, because makers telling their own stories is so inspiring, and people 

say ‘well, if they can do it, I can do it’, and they ask how they do that, so in 

particular in the CPD programme, there’ll be a lot of one to one mentoring, and 

business development support, and role models, and networks.  

  

LB: That has been highlighted as so important – they are entrepreneurial traits  

  

FL: I think most people go in to craft because they are creative and they love 

making things, and only latterly do they think ‘how can I make money from 

this?’. It’s not the main driver, if you look at the tracking study, despite the fact 

people aren’t making money, they are very happy.   
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A5. Event Observation Diary - Sample  

  

June 2018 - Craft Scotland Conference  
  

In June 2018 Craft Scotland held their bi-annual conference at the National 

Museum of Scotland in Edinburgh. This two day event, curated by Rose Watban, 

was built around the theme of ‘New Ways of Seeing’, encouraging innovative 

forms of practice and models of working.   

  

I was sent a complimentary ticket ahead of the day courtesy of Craft Scotland. 

Prices for the event began at £70 (concessionary rate), with a full price ticket at 

£125.  arrived at the event space early on the first day. I was met by some 

members of the Craft Scotland team, although they seemed uncertain about 

who I was, and so did not stay long to chat and made my way to the welcome 

reception. I placed some cards around the room strategically. There I spoke 

briefly with some other attendees. Primarily those in the room were older, and 

female. Two people I spoke with considered their role in the craft sector to be 

that of interested hobbyist – one was there for something to do and was 

interested in craft generally, the other had a side-line hobby of knitting and 

felt there might be discussion there that inspired her. I met and spoke with the 

director, Fiona Logue. We discussed how the project was going, and she said she 

would mention my presence in the opening address. I spoke with the project 

manager about the day generally. We went into the lecture space, which as a 

large lecture room that could seat approx.. 200. In Fiona’s Opening address she 

mentioned I was there as a doctoral researcher, and not to be alarmed if I asked 

any ‘weird questions’. There was then a brief intro from Xerxes Mazda, the 

director of collections at the National Museum of Scotland, and the first speaker 

took to the stage: Lars Sture, curator from Norwegian Crafts. Sture talked about 

his curatorial projects, and the unusual approach taken by Norwegian Crafts in 

developing craft practice in Norway. The projects discussed were highly 

conceptual in nature, and belonged primarily to an arts based approach to craft 

practice that was more experimental than is perhaps seen in Scotland. I 

wondered to what extent the audience would be able to connect with this 

content. Norwegian Crafts have several significant published collections that 

discuss craft in this more arts-informed context.   

  

This was followed by a lecture from Michael Brennand-Wood. This was an 

interesting juxtaposition, as Michael presented a deeply grounded approach to 

working and his practice as an artist, curator, and consultant. I recognised his 

work from the collections at the Shipley Art gallery in Gateshead. He talked 

about his own journey in the sector, and how he became an artist/maker, in 

particular the difficulties or barriers he came across as a person training at an 

institution: ‘they just didn’t understand why you would have textiles in your 

portfolio if you wanted to study a fine art course’. Studied embroidery as it was 

the least confined by function. He talked through key pieces from his career, 

their inspiration, his use of materials, and his experience of the textiles 

industry/sector. In particular his difficulty in getting textile practice to be taken 
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seriously; interestingly he discusses his own investment in the sector, and 

promoting appreciation of both contemporary and historical work. He tells a 

story of getting a large commission and immediately going out and spending that 

money on three old carpets ‘artists never have any money, but we always have 

brilliant collections’. His own investment in the sector than goes on to inspire his 

further creation of works. He also emphasised his refusal to be typecast - ‘if you 

end up in the margins when you begin, the margins end up being a really 

interesting place to inhabit. I don’t really have a lot of time for people trying to 

put you in boxes, I think that’s a Very worrying thing. I like the ability to work 

across and work in different media and engage really with very different ideas’. 

‘I’m sometimes bemused by when the art world adopts textiles… there seems to 

be an amnesia about actually acknowledging the work that has gone on in those 

areas before they’ve adopted it.’ Concluded by stating that he was a fan of 

adopting approaches that see continual learning or adaptation over time.   

  

This was followed by a lecture from Yinka Ilori, a furniture designer from London. 

This was particularly exciting for me, as I recognised Yinka’s work, and am a fan 

of his combination’s of colour and shapes. Yinka detailed his experience of 

becoming a furniture designer, and in particular the influence of his Nigerian 

heritage on his signature style. His approach to work was far more practical, and 

design-led, than the previous two presentations, who were more arts based. As 

such, Yinka discussed various projects and commissions he had worked on that 

were considerably more commercial in nature.   

  

There was then a break for lunch. This was an interesting opportunity to talk with 

some attendees, and to discuss the research. A lot of people approached me 

directly about the project. In particular several younger, female makers, who 

seemed to be at an emergent/early career stage in their practice. This covered 

jewellery, ceramics, and mixed media makers, although I also met with someone 

from a book trust. It was interesting to see the exchange and discussion between 

these makers. One very lively discussion was the distinct lack of ‘pathways’ in 

creative practice, and the value of exchanging stories where makers or creatives 

discuss their failure. The belief was that in doing so, makers could prevent 

themselves from making the same mistakes, but also share in each other’s 

concerns and be reassured that everyone has difficulties or problems at some 

time or another. We did swap emails to discuss this further and potentially 

launch an event or conference at a grass-roots level, however nothing came of it 

(such a shame!!). When discussing the research with one maker, it was 

interesting to note the reaction to the word entrepreneurship – ‘I’m not sure 

that kind of language is right though – it’s something very different’ – it was not 

easy to press this further – the person found it hard to explain the ways it was 

different, but the sense was that it was deeply connected to intuition – it was 

almost like they simply didn’t feel the term reflected them? Or, that it simply was 

not the right issue – the issue was not about entrepreneurship, but about 

understanding what a maker wanted to do (whether it was entrepreneurship or 

not). I suggested that developing knowledge about future direction was in some 

way entrepreneurial, even if it wasn’t intended to be.   
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After lunch, there was a brief panel of the speakers from the morning. It was 

notable that all the speakers were male, in what was a predominantly female 

audience. This was remarked upon by an audience member. I do not know if this 

was intentional or not on the part of the organiser. They did, however, display 

very different backgrounds and forms of practice.   

  

In the afternoon, there was a breakout session that allowed attendants the 

opportunity to select lectures, workshops, group panels, etc etc. This included 

talks on circular economy, PR, a tour of the gallery, Dovecot studios, weaving 

with Lise Bech, totebag making with Bespoke Atelier, or a Dazzle camo workshop 

with Frances Priest. I chose the dazzle workshop, which was being held in a room 

in the Dovecot. As such, the group had to walk over to the session, which may 

have proven difficult for those with any access requirements. This workshop 

introduced the concept of dazzle, a form of pattern applied to warships to make 

them less easy to attack, and encouraged attendees to create dazzled objects 

that could be brought together to make an assemblage. Attendees included 

younger makers, makers very well known to Craft Scotland staff, and Yinka Ilori. 

There was a sense of camaraderie amongst the group that was also somewhat 

exclusive and clique, thanks to some attendees pre-existing 

relationships. However, it was also very hands-on and fun.   

  

 

  

  

Upon returning to the museum, the day concluded with a talk from 

Sarah Kettley, the head of the design school at Universty of Edinburgh. Sarah has 
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a background in using craft as a methodology, and spoke about the person-

centred approach from the area of mental health. Spoke about doctoral research 

- What does craft offer to new technologies? Collaborative work and research 

has come out of this way of working, cutting across the industry, and spoke 

about how her role in the sector becoming more facilitative, changing the way 

she understood materiality. Craft as a form of generative design research, being 

open in processes to new people. Questions how craft can have new applications 

in other areas – psychology, wellbeing, design, etc. Where does meaning come 

from – experts? Not in craft - Meaning-making is non-didactic, humanist 

approach that trusts people to know themselves and how they are able to 

flourish and grow.   

  

After this, there was an evening event at the City Arts with networking over 

drinks. This was an interesting opportunity to discuss more generally with people 

the research. I met with Kirsty Dewar from the Craft Council, and discussed the 

issues of the research. Her response was predominantly focussed on the 

educational side of things and the role of proper training for makers at an earlier 

stage in their career. This is a common thread found in the craft literature which 

runs parallel to my own research, where the focus is more on the post/non-

education role of developmental agencies. I spoke briefly to Michael Brennand-

Wood who had a distinct disapproval of the education system, and the focus that 

is placed on formal forms of training in institutions, with not enough focus on 

more practical or hands on forms of learning that are available, such as 

apprenticeships etc. I also spoke with Jessica Bonehill of Creative Scotland, who 

is newly appointed to the role of crafts funding assistant, who will definitely have 

an interesting insight into the funding process for crafts practitioners, however 

was there on her second day in the role.   

  

DAY 2  

  

 

I entered into the welcome area, and found Ellie Clewlow from the crafts council, 

and discussed the research. She gave me her feedback, statig she felt 

compromised as an organisational representative, and was uncertain which voice 

to use, but also reticent to say anything too ‘truthful’ for fear of repercussion. 

This was an insight I hadn’t considered.. I also spoke with Diane from Fife 

Contemporary, who introduced me to a woman on the Craft Scotland board. 

They voiced their own concerns around crat and creative practice generally in 

Scotland, in particular the language used by graduates when discussing their own 

work. They were very critical of the conceptual/art based language used, and felt 

it gave creative practice a level of pretension. I was interested by the extent of 

their criticisms, which gave the impression they felt very negatively about the 

direction of new creative practice coming out of the otherwise very highly 

regarded institutions. I also met with Andrea Peach, an academic who took 

immediate interest in the research, and offered her own academic papers as 

resource for the research.  
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Jeweller Felieke Van Der Leest opened the day with discussion her extremely 

playful, fun jewellery. I was aware of Felieke’s work thanks to the collection at 

MIMA, however had never connected with it before this talk, and he exploration 

of her mindset when creating these unusual creations. Her talk particularly 

focussed on the value of alternative mindsets, and eschewing formality when 

creating.  

  

Jeff Zimmer is a glass artist, who actually was a part of the dazzle workshop 

yesterday, and who is clearly deeply embedded in the Craft Scotland operations 

and team. He was a part of the cliquey group, and knows the staff and 

established makers very well. As an established maker himself, he demonstrated 

his many exhibitions and commissions. He won Second Prize in the 2014 Coburg 

Prize for Contemporary Glass, Europe’s largest prize for artists working with 

glass.  His work is in the permanent collections of the Victoria and Albert 

Museum, London; the European Museum for Modern Glass, Coburg, Germany; 

The Museum of Decorative Arts in Prague; the Glasmuseet Ebeltoft, Denmark 

and the Glasmuseum Frauenau, Germany.   

  

Jilli Blackwood is an extremely unusual person, exuding an intimidating kind of 

eccentricity. She discussed her work, and central commissions such as for the 

2012 Olympics, and Heathrow airport, demonstrating the breadth of contexts 

her work can be found in. Her discussion was extremely frank, clearly willing to 

discuss times when she has had issues, roadblocks, or problems working with 

commissioners and collaborators.   

  

At lunch I met with Sarah x of the National Museum, who I have met previously 

in her role at the National Glass Centre in Sunderland. We spoke regarding the 

collections, and the policy regarding the addition of new work to the collections, 

acknowledging the valuable contribution something like that makes to the career 

of a maker, but without fully understanding exactly HOW that can be made in to 

anything more concrete other than a line on a website or a CV that might take 

the interest of a single person. However, surely it has an impact on other 

collectors?  

  

After lunch, art director Ben Divall opened the talks with discussion of KMossed, 

a collection of silk scarves produced in collaboration with Rosie Kavanavoch. It is 

underlined that this is a luxury collection, as demonstrated by Ben’s discerning 

presentation, the price point, and the exclusive nature of the product launch, 

however, what is not discussed is HOW the scarves are made, or the reason for 

their value.   

  

Adi Toch presents discussion on her kinetic sculptural work that uses her 

amazing silversmith/metalsmith skills. She delineates her approach, and key 

points in her career, such as exhibiting at collect, and the value of introducing 

collections that are unique, well made, as well as playful and tactile.  

  

Celia Joicey from the Dovecot is in conversation as the closing session.   
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Overall, the event was an amazing opportunity to meet and hear from some 

exceptional makers and people working in the craft sector internationally. I was 

struck by the international nature of the speakers, with only 1 of them originally 

from Scotland, and two in total actually based in Scotland. In no way was this 

platform for Scottish practice, but rather a way to invite people from the outside 

into the minds of the Scottish practitioners and audience. The diversity of 

practice was clear to see, and included forms of practice that might not always 

be considered, such as curatorial and teaching. It also clearly aligned with a high 

end form of practice, with work in international collections of institutions across 

the world, and very high profile collaborators. It definitely presents a very high 

end form of role model for practitioners to aspire to, whilst demonstrating the 

variety of pathway and ambition that can be found in the sector.   
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A6. Data Analysis Journal - Sample 

 

Review of data 
 

Looking back on Fiona’s interview has highlighted how some things have 

changed massively, but also how influential this interview was in forming my 

approach to other studies – it’s almost reassuring that I have been following a 

thread? Several things leap out of this interview for me now, 2 years on 

- Negative attitude towards entrepreneurship – this language is avoided, 

and actively described as inappropriate in terms of how we understand 

entrepreneurship – what does entrepreneurial mean? – for example. 

There’s also a refusal to see the org as entrepreneurial – these are things 

seen as what you have to do, but no sense they might link to bigger ideas 

– is this a bit closed off, or unwilling to recognise the universal elements 

of craft? Ie that the people doing need to make money to live? And can’t 

be expected to continue offering labour for free, or without reward? It 

almost separates the financial or entrepreneurial from the creative – but 

entrepreneurial does not just need to be making millions – it can be just 

sustaining yourself?  

- Craft is too varied to be properly addressed by one organisation, so what 

elements are they meant to address? Awareness of other organisations is 

strong, so why is it hard to understand there needs to be gaps in the 

market that are addressed? I think the org do see their work this way, but 

for some reason it’s avoided, and instead they defer to the community 

,which inevitably provide varied responses, as craft is varied? Seems like a 

vicious cycle somewhat. 

- A lot of external pressures are channelled through just one org – 

individuals, others orgs, and top-down funders etc. There is much 

prestige linked to CS role as the only org dedicated to craft, but in many 

ways it is its downfall – FL alludes to how other areas of the CI have levels 

of division in their routes to market – for example, publishing.  Despite 

this, they don’t see more support bodies as the solution, but rather more 

projects that can be funded. It is interesting that this is not extrapolated 

to their own programme, and instead of funding their own activities, they 

open up craft specific project funding, channelling their resources to 

aiding grassroots projects instead of setting them up themselves. This 

would lessen their own workload, freeing up much space for innovative 

ideas and ways of working. To an extent, is there fear of loss of control? 

- Control of the sector is a big theme, as the org seem to have worked to 

more tightly regulate the content they support – i.e. the craft directory. 

This of course means for a more well-kept craft directory, ostensibly the 

show window for the world – but also means the global understanding of 

craft in Scotland is limited to who is willing to pay for it to be platformed. 

Communication between individuals seems to be done primarily on the 

orgs own terms, hosting events that have perhaps been intimidating for 

people not interested in selling high end art objects at SOFA, for example. 

Even establishing a ‘craft bench’ failed, as those invited simply deferred 
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to the org as a kind of group leader. Although attempts to reach out are 

made, they seem unsuccessful. Does this create an echo chamber for the 

org? they certainly appear in control of their activates, and likely have a 

good understanding of how others perceive them and their work within 

the chamber., however, what about beyond these confines? 

- Criticisms of the org appear to be unexpected, are categorised as people 

feeling disenfranchised, but there doesn’t appear to be much worry 

about this. Indeed, the org cannot be for everyone – it isn’t possible. But 

do people even feel like they have a shot at it all? It seems, no? certainly 

if they’re intimidated, if the org spend too much time talking about their 

very high end projects, and if they are regularly excluded from the events 

that are usually only advertised within a small community. Does the org 

amplify what they are doing more successfully?  

- Although the org seemingly reject many offers from various places, with a 

focus on what is best for the community, they are also kind of flighty 

when taking on projects? Not many projects are attended for longer than 

3 years – the summer show is really the only long running one – and that 

is one they control entirely. If they constantly chop and change how can 

they really measure the impacts of what they are doing? Are they a bit 

haphazard in their activities? it’s understandable that if they don’t think 

an event is right, they should probably not do it again – but then, why 

were they doing it in the first place? Are targets not being met? For the 

ACC show, it certainly doesn’t seem like it – everyone enjoyed the trip, 

but didn’t actually make any money. If we jump forward to my 

experience of NY NOW, I’d say it was a negative experience for 80% of 

the people involved? Yes, much can be learned, but man – is that 

negative impacts?? Maybe.  

- Partnerships and collaboration play a major part, informing projects, 

programming, enabling opportunity, and offering knowledge on ways of 

working, but also insight in to craft individuals that can feed back in to 

programme decisions. In this sense, collaboration between orgs and 

individuals seems like a major connector in terms of information. This has 

big benefits for orgs probably, who can get a good unerstadning relatively 

quickly through vast networks. However, sharing information thi way is 

likely a bit slower for individuals? There’s talk of relying on the buzz of the 

networks in the sector in order to get information out about opportunity, 

but perhaps this is something that cant be relied upon when travelling in 

this direction? It will only reach limited oarties, and struggle to move 

beyond the people who hear it every time -how does relying on this 

(obviously not in its entirety) I mpact upon people that exist beyond the 

buzz? Probably negatively? Conversely, being key nodes in the 

communication in this kind of information probably has great impacts for 

the well connected – they know about every opportunity, and may even 

have an inside scoop if they are well embedded in the networks it is being 

shared, giving them a competitive advantage. This is a complex zone for 

sure!  
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Searching for themes 
 

Geographical spacing 

- Many orgs based around central belt 

- Communication overly reliant on sector buzz, which likely limited by 

geography 

- Work undergone to tackle isolationism 

- Conference example of a tool used to bring makers together 

Difficult to manage sector 

- Sector too wide to provide opp for everything 

- Org limited by size of team, and breadth of activities 

- Unable to please everyone 

- Sees no value in more support orgs 

- Have to reject opps as unable to manage 

- Hard to encourage community to connect 

- Juggling priorities 

Activism?? 

- Position as a progressive organisation?  

- Promoting craft as a toold for connection to be used by orgs 

- Creating a legacy for future 

- Involving research in practice 

- Making makers more visibe 

- Advocacy for craft community at macro level 

- Challenging preconceptions of audience 

- Promoting fair practices 

Collaboration 

- Communication – often one sided? Org get good info on community, do 

community get good info on org? 

- Hidden Process – how are these partnerships made? How do they 

decide? Mnay oops seemingly rejected because they don’t seem right 

- Role models – using blogs to promote and inspire makers 

- Formalising process 

- Creating space for knowledge exchange 

- Sees community as unwilling to engage 

- Used to manage multiplicity of the sector 

- Have to reject mnay opps as unable to manage 

Breaking away from the economic 

- Lack of awareness of need for money though?? Like to pay bills?? It’s 

unrealisatic to take this stance 

- Instyead, need torecognise that this approach of separating the economic 

from the creative is dmanaging 

- Organisation not mecessarily cognisant of their speration of the monetary 

and the creative – unconsciously investing in those most capable??  

Engaging community in decision making 

- Using partners to gain knowledge for decisions 

- Using maker feedback forms 

- Create echo chamber by using makers feedback that is usually positive 
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- Need to engage beyond? 

- Troubles in engaging outside usual circles 

- Criticism of org largely ignored? 

- So much effort put in to becoming international, and promoting it, they 

intimidate others?  

Gatekeeprs of craft/control 

- Rules of inclusion 

- Inviting in/extending to new industry 

- Role models 

- Sees community as unwilling to engage – perhaps issue that it has always 

been on the orgs terms? 

- Sector too wide to properly serve 

- Sees no use for more support bodies 

Goals for the sector 

- Promoting collaborative working 

- Setting standards of practice 

- Providing role models 

- Questions drive of sector – sees it as lethargic 

- Wants to see greater challenge from grassroots 

- Encouraging new models of working (but not funding them, or employing 

them??) 

- Wants more funding for projects 

Formalisation 

- Including research for legitimacy 

- Iteration of annual reviews 

- Formalising process of makers 

- Applications process and using fees to command commitment 

- Bestowing legitimacy to others 

- Offering advice of professionalism for craft directory 

- Influencing others 

- So much effort put in to becoming international, and promoting it, they 

intimidate others?  

Arbiter of other orgs  

- Awareness of other orgs 

- Promoting other orgs events 

- Folding in orgs on projects 

 

Defining and naming of themes 
 

Making Connections across the sector 

Craft Scotland as central piece in the puzzle of craft sector, places sector as 

ecosystem, with craft Scotland as connecting org.  

Collaboration growing over years, and getting more robust and more prestigious. 

This helps to realise new ways of working, addresses variety in the sector, and 

encourages the ecosystem as a whole to recognise the various ways of working 

that exist in the sector. 
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Collaboration also used as a tool for communication, where much is learnt about 

the community through these interactions. However, the community seemingly 

do not learn much about the orgs as many opportunities report a low response 

rate. Often times, makers have to be approached directly to engage, meaning 

the pool of makers being worked with is limited. This has implications for the 

geographical and relational spacing of org activities. the sector is reliant on the 

‘buzz’, but this demands embeddedness in many networks – something not all 

makers are, leaving them at a loss. 

This struggle to engage the community will naturally impact on understanding of 

the multiplicity believed to be in the sector. Makers are used as role models, 

with stories shared through blogs etc. However, if these stories come from 

limited sources, does the connectivity of the sector suffer?  

Many of these processes are hidden, exacerbating estrangement for some orgs 

or individuals – how do they access these networks? CS seemingly receive 

number of offers to collaborate but have to turn many down in order to focus on 

‘what’s best for the community’ 

 

Setting sector standards 

CS seen as occupying a ‘unique position’ as only dedicated craft org in Scotland, 

with a dual role of business and public body. This potentially gives them greater 

reaching influence in the sector, where they see themselves as a central hub for 

other orgs in the sector to defer to. The org use networks and platofmrs to 

promote the craft events of other orgs. This demands a flexible approach, the 

links in to the collaborative working that is seen as their role of sector connector. 

Their flexible approach sees the promotion of different ways of working to other 

orgs. 

Their unique position demands careful balance when handling external pressures 

upon their programming and activiry. An apparent formalising of the orgs 

approach to presenting collaborative outocmes has placed high expectations 

upon the achievement of both them as an org, but others with which they work.  

CS take their opportunity to reflect what they think is the ‘best’ of the sector, 

maming judgements on quality as a part of their exhibitions events, and in their 

craft maker directory which is curated. This has changed since its original 

inception, seeing the org taking on much more control of how external audiences 

see the Scottish craft secotr. It is also puts them in a position of power, deeming 

what is and is not quality craft work. 

Through the promotion of certain forms of practice, much infleucne placed upon 

the way individuals operate in the sector, and their myriad forms of practice. 

Highlighted is a lack of project working, and the funding for it. Whilst they are 

leading on projects, they don’t offer much control for others to undertake 

projects. Could this change? There’s a major division of entrepreneurial practice 

from the creative, which perhaps contributes to continued othering of this kind 

of working? It also ignores the sector need to make money – we all need to pay 

bills and rent – ‘even thought they arebn’t making money they are quite happy’ 

wtf?? This points to a need for more of a start up focussed practice – not 

necessarily as a business, but maybe more as a temporal, or reoccurring event? I 

dunno – examples of the Dundee ceramics workshop for instance.  
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Challenging knowledge, understanding, and practice in craft 

 

Whilst the director doesn’t explicitly say this is something the org does, elements 

of the annual reviews suggest this. The org is described as a progressive org, and 

narratives of challenging preconceptions of craft in Scotland are shared. There’s 

discussion of wanting to build a future legacy of craft, which links directly to 

sustainability, strength, and a sector that is well known and remembered, as well 

as creating a sector that has long term viability. 

The work of the org is geared towards making makers more visible, and in 

particular challenging the assumptions that are made about Scottish craft and 

how it is made, and what it does. Scottish makers are talked about as early 

adopters of tech, and processes. 

The potential for research to contribute knowledge is prevalent, as it is used to 

legitimise statements made by the org. Also, the value projects such as craft café 

or make manifesto are seen to give to the org demonstrate this quest for better 

understanding is valued. Enabling such research shows the org is invested in new 

knowledge. This knowledge goes on to inform programmes, the orgs activites, 

partnerships, and their macor level advocacy, that demands better opportunity 

for the sector. What is not clear is what they advocate for, tho domains of 

advocacy are shared.  

Whilst the org prmote fair work practices, and see themelves as progressive, 

there is an element of seeing free labour is a given in the creative industries, 

which is a damaging assumption to replicate. This is seen in the use of makers in 

sale or return set ups such as the summer show, or indeed the expectstions for 

greater activity from the community. The org want more from the craft 

community, but seems little realisation that maybe many are just not able togive 

more? The org states they need more money to do more – why can’t this 

priviledge also be extended to the individuals in the sector?  

Importsntly, the org utilises collborations to promote craft as a tool for 

connection to be used by other orgs – for example burgh hall. By demonstrating 

the value that craft practitioners can offer to events, programme, etc, the org 

encourage others to enlist craft rapctitioners, and create more opportunity. This 

allows for more innovation in terms of ays of working, and broadens career 

pathways for makers.  
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Appendix B - Study 2 – Chapter 6 Part 1 

B1. Ethics Amendment Approval 

 

 

DJCAD School Research Ethics Committee 

 

University of Dundee  

Dundee 

DD1 4HN 

 

19th October 2019 

 

Dear Lauren 

 

Application Number:  UOD-DJCAD-2019-0140 

 

Title of Project: Making a Difference: Building the Scottish Craft Ecosystem 

I am writing to advise you that your ethics application amendment has been 

reviewed and approved on behalf of the DJCAD School Research Ethics 

Committee. Approval is valid for the duration of the project, as stated in the 

original application. 

 

Any changes to the approved documentation (e.g., study protocol, information 

sheet, consent form) must be approved by this SREC before the changes are 

implemented. Requests for amendments should be requested using the Post-

Approval Request for an Amendment form. 

 

Approval is valid for the duration of the project, as stated in the original 

application. Should you wish your study to continue beyond the stated project 

end date, you must request an extension to this approval a minimum of 3 

months before the project end date using the Post-Approval Request for an 

Extension form.  

 

Yours sincerely 

 

 

Dr Sandra Wilson 

Convener, DJCAD Research Ethics Committee 
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B2. Participant Information and Consent Forms 

 

Participant Information 
Page 1: Research Briefing 

 

Participant Information for Craft Practitioners in Scotland Making a Difference: 

Building the Scottish Craft Ecosystem 

University of Dundee School Research Ethics Committee Application/Approval Number UOD-
DJCAD-2019-0140 

 
You have been invited to take part in a research project. Before you decide whether or not 

you would like to participate it is important that you read the information provided below. 

This will help you to understand why and how the research is being carried out and what 

your participation will involve. Please let the researcher who gave you this information 

know if anything is unclear or you have any questions. 

 

Who is conducting the research? 

 
This research is being carried out by Lauren Baker (l.e.baker@dundee.ac.uk), a doctoral 

researcher from the University of Dundee. All data collected in this survey will contribute 

to the researcher's PhD thesis. The academic supervisor for this research is Fraser Bruce 

(f.s.bruce@dundee.ac.uk). 

 

Who is funding the research? 

 
The research is funded by the Arts and Humanities Research Council (AHRC) via the Scottish Graduate 

School for Arts and Humanities (SGSAH). 

 

What is the purpose of the research? 

 
The purpose of this study is to explore individual craft practitioner approaches to their craft 

business, as well as their relationship with the craft sector in Scotland. The aim of this study 

is to contribute to wider research detailing the structure of the craft sector in Scotland, and 

the actions and activities that influence its development. 

 

Why have I been invited to take part? 

 
You have been invited to take part because you are a craft practitioner based in Scotland. As 

such, you have invaluable knowledge and experience that can contribute to a better 

understanding of the identity and motivations of craft practitioners in Scotland. 

 

Do I have to take part? 

 
No. Taking part in this research is voluntary, and choosing not to take part will not 

disadvantage you in any way. Should you decide to go ahead with the research you may 

decide to withdraw during the survey at any time without explanation or penalty. All data 

submitted will be anonymous, and as such once you have submitted your survey response 

it will not be possible to withdraw from the study. 

 

What will happen if I take part? 
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The following page will detail information about the consent that you are granting by taking 

part in this survey. The survey will take approximately 30 minutes to complete, and contains 

37 questions (inclusive of questions to establish consent). There is a final option to provide 

your e-mail address if you are willing to be involved in further discussion in the form of an 

informal interview, a focus group, or a workshop. This is voluntary and not a necessary 

requirement to submit a survey response. 

 

Are there any risks in taking part?There are no known risks for any participant in 

this study, however the participant must be aware that discussing details of their 

practice or directly naming others may lead them to being identifiable. All text data 

submitted will be assessed 

and anonymised as much as possible. 

 

What are the possible benefits of taking part? 

 
Wider benefits of this research are the implementation of stronger, more tailored provision 

for the future support of craft practitioners in Scotland. 

 

Will my taking part in this project be kept confidential? 

 
All participation in this research will be confidential, with any identifying features found in 

the data collected to be redacted or anonymised by the researcher. Any participant details 

volunteered for future contact (ie. personal e-mail address) will be stored in a password 

protected electronic file, and only accessed by the researcher. 

 

What will happen to the information I provide? 

 
All data will be stored electronically on an encrypted hard drive for the duration of the research. Data 

from the 

research, including anonymous direct quotes, will be used in the doctoral thesis of the 

researcher, and may be published in journal articles, reports, or presentations. Once the 

survey has been submitted it is not possible to withdraw data. Participants will be able to 

access a copy of any published results by request to the researcher. 

 

Data Protection 

 
The personal data that may be collected and processed in this study is the respondents 

age, gender, general location, and personal e-mail address. 

 

The University asserts that it is lawful for it to process your personal data in this project as the 

processing is necessary for the performance of a task carried out in the public interest or in the exercise 

of official authority vested in the controller. 

 

The University of Dundee is the data controller for the personal data processed in this project. 

 

The University respects your rights and preferences in relation to your data and if you wish 

to update, access, erase, or limit the use of your information, please let us know by 

emailing l.e.baker@dundee.ac.uk. Please note that some of your rights may be limited 

where personal data is processed for research, but we are happy to discuss that with you. If 

you wish to complain about the use of your information please contact the University’s 

Data Protection Officer in the first instance (email: dataprotection@dundee.ac.uk). You 

may also wish to contact the Information Commissioner’s Office (https://ico.org.uk/). 
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2. 

3. 

You can find more information about the ways that 

personal data is used at the University at: 

https://www.dundee.ac.uk/information-

governance/dataprotection/. 

 

Is there someone else I can complain to? 

 
If you wish to complain about the way the research has been conducted please contact the 

Convener of the University Research Ethics Committee 

(https://www.dundee.ac.uk/research/ethics/contacts/). 

 

Alternative formats 

 
If you require a copy of the participant information or consent information in an alternative 

format (e.g. large print, Braille) please contact the researcher (l.e.baker@dundee.ac.uk). 

 

Consent Form 
 

Page 2: Informed Consent and Privacy Notice 

 

Informed Consent and Privacy Notice for Craft Practitioners in Scotland Making 

a Difference: Building the Scottish Craft Ecosystem 

University of Dundee School Research Ethics Committee 
Application/Approval Number UOD- DJCAD-2019-0140 

 
It is important that you read the following statements regarding your participation and the 

use of the information you will provide. By completing this online questionnaire you confirm 

that you agree with these statements, and are willing to take part. 

 

Taking Part in the Study 

 
I have read the participant information, or it has been read to me. I have had the 

opportunity to ask questions about the study and my questions have been answered to my 

satisfaction. � Required 
 

 
I consent voluntarily to be a participant in this study and understand that I can refuse 

to answer questions and I can withdraw from the study at any time, without having to give a 

reason, up until the online survey is submitted. I understand that after the survey is 

submitted it will not be possible to withdraw (as it will not be possible to link you 

personally with the information submitted online). � Required 
 

 
I understand that taking part in the study involves completing the following online survey. � 

Required 
4. 

Yes No 

Yes No 
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5. 

8. 

 

 
Use of the Information in the Study 

 
I understand that information I provide will be used for the doctoral thesis of Lauren 

Baker, as well as connected research journals, short form reports, and presentations. � 

Required 
 

 
I understand that any personal information collected about me that can identify me, such as my 

name or contact details 

will not be shared beyond the study team. � Required 
 

 
I agree that anonymised direct quotes can be used in research outputs. � Required 

 

 
I give permission for the anonymised information that I provide to be deposited in an 

online storage depository, along with other research reports, so that it can be used for 

future research and training for at least three years after publication. � Required 
 

 
By continuing with this online questionnaire you confirm that you agree with these 
statements, and are willing to take part 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

6. 

7. 

Yes No 

Yes No 

Yes No 

Yes No 

Yes No 
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B3. Online Survey 

 

Page 3: About You 

 
The questions in this section will help us understand a little about who you are, and the kind of craft 

work you do 

 

 

 

What is your age? 

 

 

 

 

What is your gender? 

 

 

If you selected Other, please specify: 

 

 

 

 

Where in Scotland are you based? 

9. 

10. 

10.a. 

11. 

Under 18 

18-24 years 

25-34 years 

35-44 years 

45 -54 years 

Over 55 years 

Female 

Male 

Other 
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How long have you been operating as a craft business? 

 

How would you categorize your craft practice? 

 

 

If you selected Other, please specify: 

 

 

 

 

What training have you undergone in connection to your practice? 

 

 

If you selected Other, please specify: 

Page 4: Section 1 

 
The questions in this section will help us build a picture of your priorities as a maker, and your expectations for the future. 

 

 

 

12. 

13. 

13.a. 

14. 

14.a. 

0-3 years 

3-5 years 

6-10 years 

10-15 years 

Over 15 years 

 

Highers/Advanced Highers or equivalent (eg. A-Level, City and Guilds Advanced, etc) Further 

Education (eg. HNC, HND, SVQ level 4) 

Apprenticeship 

Bachelor's Degree (eg. BA, BEd) 

Master's Degree (eg. MA, MSc) 

Doctorate (eg. PhD, EdD) 

Other 
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20. 

How would you describe your role in the Scottish craft sector? 

 

 

 

 

What are the 3 values that are most important to you as an owner of a craft business? 

 

 

 

 

What are your goals for your future development as an owner of a craft business? 

 

 

 

 

What do you see as being challenges to the future development of your craft business? 

 

 

 

 

If you wanted to address these challenges who would you reach out to for support, and why? 

 

Page 5: Section 2 

 

About You 
 

The questions in this section will help us understand what you believe are common factors and defining characteristics of craft 

practitioners across Scotland. 

 

 

 

To what extent do you agree with the following statements regarding the characteristics of craft practitioners in Scotland? 

Craft practitioners in Scotland ... 

 

Please don't select more than 1 answer(s) per row. 

 

15. 

16. 

17. 

18. 

19. 
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21. 

 

Strongly Agree 
Somewhat 

Agree 

Neither Agree nor 

Disagree 

Somewhat 

Disagree 

Strongly 

Disagree 

React well to unexpected 

surprises 

 
 

 
 

 
 

 
 

 
 

Can adapt to change 
 

 

 

 

 

 

 

 

 

 

Are resilient 
 

 

 

 

 

 

 

 

 

 

Like to innovate 
 

 

 

 

 

 

 

 

 

 

Do not have long term goals 
 

 

 

 

 

 

 

 

 

 

Are uncomfortable taking 

risks 

 
 

 
 

 
 

 
 

 
 

Cannot manage uncertainty 
 

 

 

 

 

 

 

 

 

 

Persevere when challenged 
 

 

 

 

 

 

 

 

 

 

Are not willing to invest in 

themselves 

 
 

 
 

 
 

 
 

 
 

Do not like to be in control 
 

 

 

 

 

 

 

 

 

 

Are multi-talented 
 

 

 

 

 

 

 

 

 

 

Learn from their own or 

others failure 

 
 

 
 

 
 

 
 

 
 

Celebrate their own and 

others successes 

 
 

 
 

 
 

 
 

 
 

Are pro-active 
 

 

 

 

 

 

 

 

 

 

Lack confidence in their 

ability 

 
 

 
 

 
 

 
 

 
 

Are rebellious and reject the 

‘status quo’ 

 
 

 
 

 
 

 
 

 
 

Draw on their networks for 

support 

 
 

 
 

 
 

 
 

 
 

Are driven by profit-making 
 

 

 

 

 

 

 

 

 

 

Are driven by their 

contribution to society 

 
 

 
 

 
 

 
 

 
 

Are driven by their love for 

craft 

 
 

 
 

 
 

 
 

 
 

To what extent do you agree with the following statements regarding your own characteristics as a craft practitioner in 

Scotland? As a craft practitioner, I ... 

 

Please don't select more than 1 answer(s) per row. 

 

 
Strongly Agree 

Somewhat 

Agree 

Neither Agree nor 

Disagree 

Somewhat 

Disagree 

Strongly 

Disagree 

React well to unexpected 

surprises 

 
 

 
 

 
 

 
 

 
 

Can adapt to change 
 

 

 

 

 

 

 

 

 

 

Am resilient 
 

 

 

 

 

 

 

 

 

 

Like to innovate 
 

 

 

 

 

 

 

 

 

 

Do not have long term goals 
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22. 

Am uncomfortable taking 

risks 

 
 

 
 

 
 

 
 

 
 

Cannot manage uncertainty 
 

 

 

 

 

 

 

 

 

 

Persevere when challenged 
 

 

 

 

 

 

 

 

 

 

Am not willing to invest in 

myself 

 
 

 
 

 
 

 
 

 
 

Do not like to be in control 
 

 

 

 

 

 

 

 

 

 

Am multi-talented 
 

 

 

 

 

 

 

 

 

 

Learn from my own or others 

failure 

 
 

 
 

 
 

 
 

 
 

Celebrate my own and 

others successes 

 
 

 
 

 
 

 
 

 
 

Am pro-active 
 

 

 

 

 

 

 

 

 

 

Lack confidence in my ability 
 

 

 

 

 

 

 

 

 

 

Am rebellious and reject the 

‘status quo’ 

 
 

 
 

 
 

 
 

 
 

Draw on my networks for 

support 

 
 

 
 

 
 

 
 

 
 

Am driven by profit-making 
 

 

 

 

 

 

 

 

 

 

Am driven by my 

contribution to society 

 
 

 
 

 
 

 
 

 
 

Am driven by my love for 

craft 

 
 

 
 

 
 

 
 

 
 

Page 6: Section 3 

 
The questions in this section will help us understand the projects you work on, who you work with, and why. 

 

 

 

What type of partners have you collaborated, or worked with, in the past? Please indicate the kind of projects you have 

worked on with these partners. 

 

 
Exhibition 

Retail 

Collection 

Market/Pop- 

up 

Design/ 

Production 

Network 

Event 

Workshop/ 

Training 

Online 

Content 

Print/ 

Publication 
Other 

Other Maker 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Craft 

Collective/Guild 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

Artist Run 

Initiatives 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

Tradeshow 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Public 

Organisations 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

Curators 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Public 

Museum/Gallery 
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Private 

Museum/Gallery 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

Private Businesses  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 

 

 

What kind of roles have you taken in these projects? 

 

 

 

 

What do you seek to gain from these collaborations/partnerships? 

 

 

 

 

What have been your experiences? 

 

 

 

 

 

 

Which of the following organisations (if any) have you worked with during your career? 
 

Please don't select more than 1 answer(s) per row. 

 

 
Worked With 

Would like to 

Work With 
Have Heard of 

Do Not Wish to 

Work With 
Do Not Know 

Creative Scotland 
 

 

 

 

 

 

 

 

 

 

Scottish Enterprise 
 

 

 

 

 

 

 

 

 

 

Historic Scotland 
 

 

 

 

 

 

 

 

 

 

Business Gateway 
 

 

 

 

 

 

 

 

 

 

Craft Scotland 
 

 

 

 

 

 

 

 

 

 

Scottish Contemporary Arts 

Network 

 
 

 
 

 
 

 
 

 
 

Applied Arts Scotland 
 

 

 

 

 

 

 

 

 

 

National Galleries Scotland 
 

 

 

 

 

 

 

 

 

 

Visual Arts Scotland 
 

 

 

 

 

 

 

 

 

 

23. 

24. 

25. 

26. 
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28. 

Scottish Development 

International 

 
 

 
 

 
 

 
 

 
 

Cultural Enterprise Office 
 

 

 

 

 

 

 

 

 

 

Creative Capital 
 

 

 

 

 

 

 

 

 

 

World Crafts Council 
 

 

 

 

 

 

 

 

 

 

Creative Carbon Scotland 
 

 

 

 

 

 

 

 

 

 

 

 

 

Of those that you have connected with, what were your reasons for doing so? 

 

 

 

 

If you required an introduction/access to a possible new collaborator, who in your network would you approach for 

guidance? 

 

Can you name 5 collaborators you have worked with from outside the Scottish craft sector? Please list below. 

 

 

 

 

Would you like more opportunity to reach outside of the sector in this way? 

 

Page 7: Section 4 

 
The questions in this section are to determine the extent to which you feel connected to the Scottish craft community. 

 

 

 

What communication channels do you go to for news and information on the sector? 

27. 

29. 

30. 

31. 
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If you selected Other, please specify: 

 

 

 

 

What types of information do you find useful? 

 

 

If you selected Other, please specify: 

 

 

 

 

What types of information are you most likely to follow up on? 

 

 
 

If you selected Other, please specify: 

Funding 

Training 

Exhibitions 

Studio Space 

Reviews 

News about other makers 

Other 

31.a. 

32. 

32.a. 

33. 

33.a. 

Face to Face/Word of Mouth E-

Mail/Newsletters 

Social Media (eg. Twitter, Facebook) 

Craft Events 

Listings Websites 

Organisational Websites 

Newspapers/Magazines 

Other 

Network Events 

Open Calls 

Funding Training 

Exhibitions 

Studio Space 

Reviews 

News on other makers 

Other 
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How much do you feel a part of the craft community? 

 

 

 

 

Can you tell us about any initiatives in place to promote and develop the craft sector in Scotland? 

 

 

 

 

What do you think are the priorities for the future of craft in Scotland? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

34. 

35. 

36. 

Very much so 

Somewhat 

Not at all 



 

 

B4.  Data Analysis Journal - Sample 

Review of Data 
 

The survey ran in two waves, both lasting 4 weeks each. The first, from November 25th to 

December 23rd,  the second from January 6th to February 3rd. Time taken to respond runs 

from a minimum of 11 minutes to a maximum of 112 minutes. The online survey consisted 

of eight pages. Respondents progress through these pages were as follows: 

 

Page 1 – Research Briefing 1165 

Page 2 – Informed Consent and Privacy Notice 12 

Page 3 – About you 10 

Page 4 – Maker Priorities 23 

Page 5 – Maker Characteristics 1 

Page 6 – Collaboration and Partnerships 3 

Page 7 – Sector Connectivity 1 

Page 8 – Survey complete 25 

 

With a total reach of 1240, and 25 completed submissions, just over 2% of those who have 

accessed the survey actually completed it. Just over 4% of those who accessed the survey 

left the survey and did not return to complete it: 93% of those accessing the survey left on 

the first page. Of those surveyed, 76% identified as female, with a reasonable spread of age 

ranges across 25-34 years (28%), 35-44 years (24%), 45-54 years (28%), and over 55 years 

(20%). No respondents were under 25 years of age. Most were based in Glasgow City (20%), 

although representation from other areas was evenly spread albeit focussed in and around 

major cities, including Aberdeen City (8%), City of Edinburgh (12%), Fife (12%), North 

Ayrshire (*%), and South Lanarkshire (12%). 60% had been operating as a craft business for 

5 years or less, and the most popular medium was textiles (32%), closely followed by glass 

working (16%) and ceramics (12%), while 20% of respondents categorised their craft as 

‘other’. It is worth noting that the 15 categories of craft used were taken from Craft 

Scotland’s own definition of craft, suggesting some respondents fell outside of the 

organisations usual remit for craft. However, on further inspection of the descriptions used, 

respondents actually communicated duality in practice (‘jewellery and textiles’), elaboration 

on practice (‘printed paper and wood’ rather than wanting to categorise themselves as 

‘paper making’), or framed their work differently (‘digital craft’). The majority were trained 

to degree level in their practice (52%), however 44% reported on employing informal short 

courses, parallel training, or intensive specialist private training.  

 

In line with Braun and Clarke’s (2006) first step in thematic analysis, these profiles have 

been created in order for the researcher to familiarise themselves with the data. By building 

a picture of how each individual respondent has replied to the survey, the amount of time 

dedicated to it, the quality of the responses, and the key themes central to their responses, 

it is possible to build an initial picture of the kind of data that the researcher will be using, 

and understand the mindsets of those responding. In line with Nowell et al’s (2017) process 

for building trust and rigour in the method, these profiles also ‘document theoretical and 

reflective thoughts’ as well as ‘thoughts about potential codes/themes’ (p. x). 

 

Established - wood-worker – 80 mins 



 

 

Desire to organise a Scottish craft guild. Values creativity, integrity, and ‘wholesome 

attitude’. Concerned about top-down influence, and achieving consistent sales. Has worked 

predominantly with other makers. Focus is solidly on making, and feeling content with life 

and actions. Despite this, has worked with business gateway previously for guidance. Values 

STEP (look up). Has not collaborated outside of the sector, but would consider it in the 

future. Feels connected to the community. Most concerned with exhibition opportunities, 

and navigating future change successfully. 

 

Early career - textiles maker – 16 mins 

States their role is ‘minimal’ in the sector. Values job satisfaction, being creative, and the 

value what they make can add to others’ lives. Aims to set up their own shop space. 

Concerned with material issues, and the extent to which what is made is ‘necessary’. Turns 

to friends in the sector for advice on challenges. Has only collaborated with other makers 

and tradeshow events on exhibiting, which has seen them mix what they create with the 

work of a jeweller. This was predominantly to sell more, and expand their business. Rely on 

these connections to open new doors to collaboration, or would approach directly. Cannot 

name collaborators outside of Scotland, but wants to work with some. Does not feel part of 

craft community, which is surprising given their reliance on their networks for opportunity 

and collaborations. Knows no initiatives to develop craft. Believes sustainability is future 

priority. 

 

Emergent - textiles maker – 74 mins 

Identifies as a portfolio worker, valuing sustainability, opportunity and a shared ethos across 

the sector. Seeks to make a living fully from the practice. Sees main challenges as finance 

and managing time, considering variety of jobs required. Relies on peers and organisations 

for help, specifying business gateway, indicating a business mindset. Mostly worked with 

others makers on collaborative projects, but has also drawn from artist led initiatives and 

public orgs. Has taken all manner of roles in this, showing great adaptability, with varied 

experience of working this way. Seems very aware of actors in sector, and has gone to them 

for advie on funding, networking, advice, and business issues. Adapts approach depending 

on the opportunity. Has collaborated significantly outside of the sector. Feels deeply 

connected to sector, and identifies several initiatives to promote and develop craft. Sees 

many priorities for the future, but sees national strategy for development as important, as 

well carving out a craft specific funding stream. Wants to highlight different routes into 

craft, and build connections between orgs and industries.  

 

Early career – textiles maker – 19 mins 

Identifies as a maker, collaborator and advocate. Values integrity, innovation and learning. 

Goals are to develop as a maker, and to expand operations. Challenges are funding, Brexit, 

and work life balance. Goes to peers, makers, and orgs for support. Collaborated extensively 

across the sector, role of designer, exhibitor, and facilitator. Collaborates to hare resources, 

expand reach, and to exchange knowledge. Keen to work with other orgs, benefits from 

advice and funding, but has also contributed own time through orgs. Would approach 

collaborators directly. Significant international collaborations, wants to keep working like 

that. Despite appearing active in sector only feels somewhat connected to the community. 

Aware of initiatives and projects, and concerned about sustainability, innovation, and 

international presence.  



 

 

 

Early career - paper maker – 15 mins 

Identifies as business owner, with focus on creativity, unique items, and sustainability. Goals 

are to secure financial future, and make things that are beautiful and loved. Challenges are 

to remain affordable whilst maintaining quality. Sees orgs that provide business mentoring 

as central to achieving aim. Collaborate significantly with other makers and private 

museum/galleries. Mostly creates retail collections, taking on role of designer. Collaborates 

to make sales, for exposure, and build brand reputation. Selects orgs for support, advice, 

raise profile, and to sell. Will go to peers for advice on experience with orgs. Significant 

international working, and does this to prevent being pigeon holed. Feels vry much part of 

the craft sector, with most rive coming from peers and informal knowledge exchange. 

Future concerns are sustainability of the sector to provide employment and profit – people 

work hard but are not rewarded for it – links to fair work.   

 

Emergent – wood-worker – 49 mins 

Maker blending tech and tradition. Values respect, quality, and value. Goals are to inspire 

others, and be fiscally viable. Challenges are fairly personal, relating to health, and the 

impact this has on individuals ability to work, and the financial implications of that. Has 

addressed these with advisor at Business Gateway. Has mostly collaborated on 

design/production, linking to advice from business gateway, using it as a way to bring 

designs to life. Sees this experience as rewarding, particularly working with others with 

shared values. Patches together knowledge for collaboration from different areas – business 

gateway for commercial aspects, draft for the creative. Not collaborated outside of the 

sector, and isn’t sure they want to. Feels very connected to sector. Sees priorities as 

funding, quality training, and promoting mental health benefits.  

 

Mid-career – textiles maker – 21 mins 

Sees self as textiles designer, and values handmade, original design, and locally sources 

materials. Goals are sustainability, and good quality. Sees Brexit as challenge for selling, and 

for the supply chain for materials. Goes to peers for support, as well as suppliers, and orgs. 

Mostly collaborated with other makers, and private businesses, taking on role f designer and 

facilitating roles. Finds these collaborations inspiring, motivating, as well as providing sales 

and exposure. Feels they have been rewarding, and helped them achieve these goals. Has 

not worked with any of the orgs listed, many not heard of. Would consult business partner 

for advice on partnerships. Has no external collaborators, but would like to work with some. 

Only feels somewhat connected to sector, and cannot share any sector initiatives. Sees 

priorities as connection and collaboration to promote the value of craft (socially, wellbeing, 

economy). 

 

Emergent – textiles maker – 17 mins 

Kiltmaker and embroiderer, breaking stereotypes. Values supporting others, sustainability, 

and creating a positive working environment and industry. Goal is to be taken seriously, and 

promote craft for the future. Sees a lack of practice as concern for sectors longevity. 

Worked primarily with other makers, collectives and public orgs. Feels appreciated by guilds 

upholding traditions. Collaboration helps build networks, get commissions, feel connected – 

thinks this is positive. Likes the exchange nature of this kind of working – everyone benefits. 

Negates feeling lonely and uncertain. Feels like it is unsupported by orgs – feels more 



 

 

connected to English orgs. IS THIS BECAUSE IT IS TOO SCOTTISH?? MAYBE ORGS ARE 

AVOIDING THIS? Has only worked with people outside of Scotland – does not want to reach 

outside of the sector, but into it! Does not feel part of the sector. Wants orgs to be more 

inclusive. Sees priorities as investing in future craftspeople, and break down cliques.  

 

Established – milliner – 16 mins 

Creator of luxury goods, values heritage, provenance and craftsmanship. Goals are to sell 

internationally whilst maintaining values. Challenged by cost of wages for highly skilled staff. 

Has struggled to find worthwhile help from orgs. Mostly collaborated with other makers. 

Has exhibited with tradeshow and private businesses. Seeking mainly sales and promo, with 

good experiences to date. Keen to work with orgs, but seems to have had little success, and 

is aggravated by lack of help when so much of their own investment is at stake. Very self 

reliant when it comes to collaboration, and seems to work directly with people. Wants to do 

more to collaborate internationally. Does not feel part of the community, and is unaware of 

initiatives. Feels craft needs to be more aware of its value.   

 

Established – glass worker – 23 mins 

Identifies as a practitioner and educator, valuing integrity, quality or process and materials, 

and faithfulness to the medium. Their goals are developing their technical skill, with 

challenges being maintaining quality and communicating historical understanding. They 

would go to ‘leaders and mentors’ in the creative sector, valuing their influence for future 

practice. They have predominantly worked with other maker, guilds, and artist run 

initiatives to collaborate. These experiences have been mixed, raking on varied roles, 

seeking opportunities to exhibit and promote their work. Collaborations are driven by the 

desire to promote craft in an art context. Does not seems to value collaboration outside of 

the sector, and feels somewhat connected to it. Priorities is craft’s role in the ‘economic 

structure’.  

 

Established – textiles maker – 15 mins 

Identity driven by local action, valuing local materials, quality, and creating attractive 

products. Goals are to continue with central values, and to have production of work move 

from home to their own studio. Challenges are finance, as well as ‘political’ (Brexit??). 

They’ve approached Business Gateway about these issues, but have had little to no help and 

concerned about inability to prepare for future (uncertainty). Worked primarily with other 

makers, as well as guilds and artist run initiatives. Work has involved their craft, but also 

writing. Sees these chances as broadening reach. Only offered response to three orgs, 

suggesting others didn’t have fitting response. Selection of orgs driven by own interest – 

guessing others were of no interest? Clearly values business gateway. Outside reach from 

the sector appears to be heritage based – historians, archaeologists, but limits on time limits 

number of collaborations. Feels somewhat connected to sector, compounded by island life. 

Wants to promote awareness of craft and abilities in the general public.  

 

Early career – ceramicist – 11 mins 

Designer maker, driven by integrity, freedom, and connection. Wants more international 

stockists, improve direct website sales, and sustain business. Challenges are financial, 

namely making enough money to exist. See CEO as massively helpful for 1-1 needed for 

practical help. Broad collaborations, in role as designer/maker. Uses this to reach wider 



 

 

audience, and has mainly positive outcomes. Feels very connected to community, but no 

further collaboration info and no priorities for future of sector generally.  

 

Early career – Digital craft – 112 mins 

Technician/artists/facilitator, valuing control, freedom, and autonomy. Goals to secure long-

term contracts and secure financial future. Challenges are personal investment, 

infrastructure to enable production, sense that Scotland is ‘behind’. Sees business. Banks, 

local gov, and creative Scotland as best placed to address challenges. Has collaborated 

extensively, particularly in private sector. Taken many roles, namely fabrication/tech, as well 

as educator. Mostly positive experience, but concerns over amateur nature of many, 

‘replace enthusiasm with experience’. Critical of reliance on online feedback/follower 

culture. Collaboration is driven by work, money and development. Has collaborated within 

science and tech, and sees these relationships as central to future of collabs. Does not feel 

part of craft community, Sees need for venues/centres to develop respect as leaders for 

craft and design.  

 

Emergent – Textiles maker – 20 mins 

Tentative role in craft, values local provenance, access, and responsibility for environment. 

Goals for future are sustainability, developing local economy, and zero waste. Challenges 

are Brexit, relevance of UK policies, and concerns for local governance (conservative mp). 

Sees power to sddress these lies with themselves and their community. Primarily 

collaborated with greass roots maker orgs, as a maker. Uses opps as platform to promote 

zero waste, whilst also using them as chance to share resources, knowledge, and develop 

process. Has used orgs to better understand markets, but felt like advice was not relevant to 

local understanding. Values upland and own network when it comes to intros. Outside 

collaborators led by community andscot based. Does not feel need for help with building 

collabs. Does nit feel connected to craft community, but is aware of upland and make. 

Priorities are environmental and socio-economic imapcts.  

 

Emergent – Sculptor/maker – 83 mins 

Maker/teacher, values freedom, connection, studio space. Goals are to maintain interest, 

and make enough money to pay tax. Challenges are finding space to sell work, and being 

able to afford actually making work. Draws on social media to reach new outlets, but feels 

they aren’t very good at doing it, or being brav enough to communicate directly with 

outlets. Alludes to wanting to organise own exhibition space, but is not ready to do so. 

Grassroots collaborator, often providing support in order to not be distracted from own 

work. Values the networking and peer support available in working this way, and finds it a 

positive ay of working. A lot of desire to work with orgs, but little experience. Seems put off 

by having to apply for opportunities, as they take too much time, and expect applicants to 

have experience that they do not have – ‘ you don’t get time back for failed funding 

applications’. No collabs out of Scotland, and wants an opp without mega application 

process. Feels somewhat part of sector, and sees opps in bricks and mortar venues. 

Priorities are encouraging creativity ins chools, building role models to encourage more 

people to enter market, need for wuality and individuality, and better platforms.  

 

Mid-Career – Textiles maker – 17 mins 



 

 

Practitioner, mentor, communicator, values independence, authenticity, sustainability. 

Goals are to expand, take on staff, sell internationally. chaellengs are building networks, 

finance, and brexit. Has no idea how to address these. Has collaborated less with grassroots, 

with more private and retail based collabs. Taken on numerous roles in these, and values 

them for building networks. Experience has been good, but underlines difficulty working 

with business when they do not appreciate cash flow issues of a small business. Also, high 

tunr over of business makes difficult to establish consistent collab. Collabs with orgs for 

developmental help, and would approach sector leaders for help in building links. Names 

personal 1-1 collaborators. This way of working central to their business, and necessary for 

networks. Does not feel connected to sector, and sees priorities as strengthening craft’s 

links to heritage as well as its value as an economic force.  

 

Emergent – Glass worker – 15 mins 

See’s themselves as hobby crafter, despite selling work. Values quality, original design, and 

fare prices. Goals are developmental, including study, and personal style. Challenges seen as 

lack of specific training in glass in Scotland. Has discussed issues with government figures 

but received no support. Has collaborated in grassroots way on pop-ups as a seller. Gains 

community support from this, and had good experience. Worked with very few orgs, and 

does not feel part of community.  

 

Mid-career – Glass Worker – 28 mins 

Sees self as advocate for practice, reaching outside sector. Values honesty, quality and 

respect. Goals are further training, developing collections, and defeating imposter 

syndrome. Challenges are lack of training opps. Brexit, rising costs and less spendy 

customers. Sees colleges and government as key to answering these, but feels unsuccessful 

in this. Has collaborated both with makers and privately, as both a maker, coordinator, and 

teacher. Uses this to gain future opps. Experiences are mixed – costs time but provide 

unexpected avenues. Collabs with orgs to develop business and gain commissions, but 

unsure how they navigate these relationships. Has reached outside of community in unusual 

ways, and wants to do more in terns of structural work. Feels somewhat connected to 

sector, and cannot name any promo initiatives. Feels priorities are considering access issues 

for those in the sector.  

 

Early career – Soap maker – 16 mins 

Maker, values accountability, eco products, and sustainability. Goals are developing a 

website, products, and considering organic materials. Challenges are finance, time, sourcing 

materials, and they go to other crafters and business for help. Mostly collaborated with 

other makers, taking role of maker and hosting workshops. Works this way for publicity, and 

to promote work. Finds advertising this herself is more effective, suggesting frustration at 

collaborators effectiveness. Has heard of much of the sector, but worked with none. Seeks 

training and info from them, and would look to network for an intro. Despite this, feel very 

much connected to community.  

 

Emergent – Glass worker – 17 mins 

Maker, valuing creativity, value for money, and building a relationship with customer via 

personal branding. Goals are to expand, build brand, and develop thematically. Challenges 

are Brexit, and finding new stockists, referring to business gateway and peers for advice. 



 

 

Broad collaborations as maker, seeking experience, skill development and shared space, 

with positive experience (proactive??). Worked with 2 business orgs to develop as start-up 

but had poor support. Has no outside collaborators, but would like more. Feels very 

connected to community, but cannot name any promo initiatives. Feels sector needs better 

promo moving forwards and the social benefits of buying craft.  

 

Mid-Career – Basketry and Willow weaving – 73 mins 

Heritage crafts business and researcher, valuing customer relationships, investing in 

community that has helped them, and building financially sustainable business, and sees 

these as major goals. Challenges are accruing enough wealth to expand on practice, ie. Land 

to grow own materials, or train others, which would benefit business development. Does 

not trust anyone to provide assistance with this. Collaborated broadly, taking role of 

designer and researcher, seeking to contribute to community, join in, promote self, and 

make money, with mixed results. Met with orgs for business advice and funding, but had 

poor help. Values guild (basket makers assoc). Collaborated beyond sector with national 

orgs, and traditional orgs (rural life), and would do it more but needs genuine benefit. Feels 

very much connected to sector, and lists to practice specific initiatives. Critical of top-down 

agenda for craft, that needs to be more inclusive, and encourage long-term skills, not just 

trend lead forms of production.  

 

Early career – jeweller – 27 mins 

Maker, valuing transparency, responsibility, and autonomy (as well as discussing 

accessibility in pricing). Goals are to grow business to provide stable income, expand and 

employ people, and develop own knowledge and creative outputs. Sees challenge in Brexit, 

economic down turn, and harnessing social media when algorithms get in the way. Does not 

know who to go to for help with this. Varied collaborations, with focus on collectives/guilds, 

role of exhibitor and wholesale supplier common. Uses these collabs for sales, exposure, 

and networks. Experiences have been mixed, likes to say yes to opps, but very rarely 

actually makes money, but sees working with galleries and museums as most valuable in 

terms of sales. Aware and collabed with several orgs, use this to exhibit and developmental 

advice. Values craft Scotland and Stacey hunter as well as other makers for advice in org 

collabs, and has number of high profile collabs, and wants to continue working this way, 

feels very connected to sector, wanting to promote more contemporary making. Sees value 

in the definition of design-led making over traditional work, so each can shine in their own 

sphere, and sees diversity as a major issues, both in terms of who is making and what is 

being made.  

 

Early career – jewellery/textiles – 27 mins 

Values making process, sustainability, and making money. goals are to live off craft income, 

and maybe employ others. Sees Brexit as major challenge, but has no one for support. 

Mostly collaborated in a grassroots way, and has taken a managerial role, driven by desire 

for everyone to make money out of the event, and raise Edinburgh maker profiles. Cites 

difficulty in maintaining relationships with large groups of makers, ultimately ending the 

collaborations. Not worked with any orgs, but aware of all, with some interest in working. 

Would go to peers for help connecting, feeling somewhat part of sector. Sees funding as 

priority for sector, encouraging business investment.  

 



 

 

Established – Ceramics – 20 mins 

Designer maker, valuing quality, craftmanship and integrity. Goals are to have adequate 

resources and time to make work without rushing it. Challenges are economic and political 

uncertainty, and has no idea where to go for support. Collaborated broadly, as designer 

maker tech and artist, and values this for reassurance of their ability as maker, with mixed 

results. Keen to collaborate with orgs, working with many, seeking promotion of own 

practice. Future collabs would go through own networks. Feels very much connected to 

craft community.  

 

Mid-career – ceramics – 22 mins 

Self-employed practitioner, values flexibility, motivation and creativity. Goals are to focus on 

own development, with challenges in income, time and responsibilities. has used 

craft/creative Scotland for financial support previously, but also draws on peers. 

collaborated extensively, as both maker and curator, and is driven by finding new ways of 

working, with largely positive experience. Sees orgs as facilitators of work, and accesses 

them directly or via peers, with a number of international collaborators, and wants to work 

this way more. Feels very connected to sector, with priorities to secure further funding.  
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Making a Difference: Building the 
Scottish Craft Ecosystem
Informed Consent and Privacy Notice for Craft Practitioners in Scotland
University of Dundee School Research Ethics Committee Application/Approval Number 
UOD-DJCAD-2019-0140

It is important that you read the following statements regarding your participation and the 
use of the information you will provide. By completing this form you confirm that you 
agree with these statements, and are willing to take part.

* Required

Taking Part in the Study

I have read the participant information, or it has been read to me. I have 
had the opportunity to ask questions about the study and my questions have 
been answered to my satisfaction. * 

1.

Yes

I consent voluntarily to be a participant in this study and understand that I 
can refuse to answer questions and I can withdraw from the study at any 
time, without having to give a reason. * 

2.

Yes
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C3. Semi Structured Interviews - Sample 

 

Asa 
LB: So, to begin, would you like to tell me about you and your practice in your own words? 

 

ASA: Yeah, see I was doing a business course over the start of lockdown and part of it was 

just like, being able to articulate your work..but em.. 

 

LB: Yeah? 

 

ASA: Yeah. I make slip cast ceramics that are kind of atmospheric fired which has largely 

kind of looked at my family heritage. So, like my grandfather who was a ghillie up in 

Aberdeenshire, which is like a fisherman, so kind of taking that starting point of like heritage 

and thinking about that narrative and stuff like place and history and er, making work 

through that. So yeah, kind of looking at a lot of objects he would have owned, or things 

that are associated with like Northern culture and kind of things to do with drinking culture 

and exploring that by working abroad, and locally, and nationally. So it’s maybe not how I 

normally describe it, but that’s it roughly… 

  

LB: So that’s not how you’d normally describe it? 

 

ASA: It sounds about right, I think the words are a bit jumbled in my head, just cause I’m 

running around today..but yeah..Narrative, narrative work, that’s looking at object and 

material environment through the lens of like heritage I suppose ..Yeah..Place is quite 

important to me.. so living and working in Scotland kind of comes through in the work.. But 

yeah, opportunities to travel and different things to work do come through but just trying to 

get a sense of place. I was in Iceland at the start of the year, just for example, and I was er, 

making..finding these objects in markets, making moulds, casting them, I was making glazes 

from like the natural environment, so using like volcanic ash and rock. That was great, cause 

you know.. the whole material and objects were coming from the land, which is what I have 

been thinking about with my grandfather, and what do all these objects kind of convey. 

Yeah, so that’s kind of where I’m at with that I suppose.  

 

LB: Sounds amazing. It sounds like there’s already a really strong sense of the power of 

narrative and identity in what you do.  

 

ASA: Yeah, I think that’s kind of important for me, and the research that comes with that. 

Learning about all these objects, and the history, just yeah visiting places, and hearing 

stories from people, just yeah, that’s quite important to the work I think.  

 

LB: So what would you say the role of organisations were in developing that? 

 

ASA: Up until March, or..? 

 

LB: Let’s say up until March, pre-COVID. 
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ASA: Yeah, erm…I graduated in 2010, and I got some support from Glasgow ceramics studio, 

like free access for a few months. I became a member, and from that point I had an 

opportunity, the Scottish sculpture workshop had a placement, I was looking more towards 

funding ..I was awarded..I was awarded a kind of grant to go to Canada, through the 

Canadian..ah, I can’t remember the name of it, it was a Canadian residency…it was an 

opportunity to go and do a touring exhibition, and that was the first time I thought ‘oh I 

should be looking to do more of these funding opportunities’ . So I got a VACMA award in 

Glasgow, which included like a mentoring opportunity, so I got funding and a mentor from 

Katie West, who was a tutor at the fine art school, and that was around the time I was 

developing that work to go to Canada, so it was really great to have the money to make 

work, and support in terms of like, how that work is developed, I don’t think I would have 

made the work, I wouldn’t have thought to be looking at ..I wanted to make work about 

aqua culture in Scotland, but it was quite broad and she was suggesting that I should be 

maybe looking more at like closer to home, and that has been really informative to me. And 

since then I’ve just been trying to apply for funding fairly regularly, Open Project fund was 

something I looked at to go to Canada, and I went there again in 2016 for a wood firing 

residency, so that was again…I actually didn’t get that money because I was..I didn’t realise 

you had to apply such a long lead time on that, it was like 3 months or something, I still 

went and it was a really informative experience, it was self-funded, and since then I’ve just 

been really good at applying for stuff that comes up, so um.. Since graduation I’ve checked 

Creative Scotland every morning, that’s part of my routine, I go through the opportunities 

page, and I click on the links, send an email to myself, and have them like written down as 

opportunities, so I like have dates and deadlines and things that come up, so a lot of 

opportunities come up through that. Craft Scotland, they’re something,  I have applied for a 

lot as well. I’ve not had like, a lot of success, but I am slowly getting more traction with 

them, I feel like they are slowly starting to support my work a bit more and showcase my 

things, and amgetting more successful applications through them, so umm, but er yeah,  I 

guess the Open Project awards I have had a couple of times, and VACMA awards, for various 

things,  largely I have put them towards kind of emm.. residency opportunities, so to go to 

Iceland I actually got money from the Eaton Trust, which is a small fund that I discovered, 

down in London. So I got money to go to Denmark, er, yeah VACMA funding. We went a 

second time ..I work at Gray’s School of Art so partly with the University I was able to go for 

that, so I think a lot of funding opportunities go to residency opportunities for me. I think 

recently that’s been where I make the most work, cause I think when I’m at home [laughs] 

when I’m at my base, yeah I work at Gray’s as a technician, I teach night classes, I make 

work for other people, and I make my own stuff, so it becomes one of four things, so in a 

way residency is a really good opportunity for me to focus on myself, and in a month away I 

can do so much, or even just two weeks in Iceland in just in isolation I just made so much 

work and so I think that would become a model I would follow when it comes to making 

new work. I got some funding this year from VACMA to go to Canada, I was going to go this 

year but, with COVID it is kind of happening next year, but they’ve honoured that and so I’m 

looking forward to that opportunity. 

 

LB: it sounds amazing 

 

ASA: All being well [laughs] 
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LB: Yeah fingers crossed! 

 

ASA: But yeah erm I guess small organisations do offer like smaller funding pools, erm, or 

like opportunities to do residencies and workshops and things. I’m always kind of like..yeah, 

keep applying for things I guess, I don’t know if that’s too vague or you need me to be more 

specific. 

 

LB: No, that’s amazing! So you mentioned, Craft Scotland, and that they had started to give 

you more support recently? Do you have any idea why that’s changed, and started to come 

in to play?   

 

ASA: Ooof! [laughs] erm, I think ..documents..they’ve got quite strict guidelines for what 

they take, in my opinion, like it has to be really really high quality images. I feel like my 

writing is probably developing all the time, it’s like ..being able to articulate my work in 

writing through applications has been really valuable, and just like, how you communicate 

with people, I’ve gotten better at that and my images have gotten better, so potentially 

that. Umm, yeah for instance,  I applied for this like, oh god, it was a research project with a 

doctor, who was looking at craft resilience, so I did that, and while I was doing that, I got an 

email from Craft Scotland, saying oh would you like to be, you’re one of our featured 

makers on our banner, like a banner image and a featured maker, and I get the feeling 

maybe that’s coming from just participating in projects with them more.  I took on a profile 

on their um, craft and makers page, and I suppose that kind of..just..just means they can see 

me more, and I’m more visible to them, you know? And I guess that’s ..if you’re not seen, 

you probably won’t really get that much. I think they’re more active on their platform, so 

they’re probably more responsive to that.  

 

LB: That makes sense 

 

ASA: They’re quite competitive I mean, they’re like, well yeah a lot of opportunities are 

competitive, I’ve got an application in for the Jerwood.. Yeah, I applied for things like 

Jerwood Makers, and like Dewar Crafts Award. Places like Cove Park, I’ve applied a million 

times to get funded places, but it’s so competitive. Yeah I just feel like that probably feeds in 

to things like that as well. Just, I dunno, but a few factors I guess. 

 

LB: So what is it that has helped you hone those skills? 

 

ASA: Yumm… yeah, cos I’m quite stubborn and I don’t let a lot of people look over my 

applications, and if I do and they sometimes poke loads of holes in it, it’s good to have that 

but I don’t think you learn so much from that, I think ..I ask for feedback at every 

opportunity I suppose, like if I have an unsuccessful thing, and I try to take that on board 

myself, and try to learn..Yeah, definitely learn through what they give me back, and I think.. 

Yeah, probably a large part of that is learning how to articulate myself and have better 

documents and things. And just maybe, spending more time on applications, I can be quite 

bad at doing things last minute and rushing stuff, so like learning to have more of a lead 

time to do something and come back to it maybe makes for better work. But that’s 

something I’ve learned, and I think I still fall short of that. I think things tend to clash or run 
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in to things a lot of the time, I think today is a good example, I’ve got this meeting at half 1, 

I’ve got to go to the studio, it’s just, yeah, just how I am really 

 

LB: it’s a lot to juggle 

 

ASA: Yeah, it’s just..  just like dropping the ball sometimes, and yeah I need to spend more 

time sometimes, so just learning as you say… 

 

LB: Yeah.. so in a pre-covid world, what would you have been doing working on?  Emm, You 

mentioned a travel project, is that the main one thing you would have been working on? 

 

ASA: Emm, I guess so I mean, Yeah I work at a school of art, so from March to July I would 

have been lead up for students degree show and working on that. I would have had quite a 

lot of kind of classes and things, I do classes for a Ceramics Workshop, so I had really just 

started working with them again. I helped set it up in 2017, and I just was too busy with 

other stuff so I stepped away, but I am just recently getting back to working with them and 

we had just scheduled classes throughout the whole year so that would have been 

punctuated... I moved to Aberdeen but I was in Glasgow last May, like living there, and I had 

some work for House for an Art Lover that would have been continued, so things like that 

would have been over the Summer. Umm, but yeah I had this course in Canada, that was 

two weeks, it was comparing salt and soda firing, they were like two different.. 

 

LB: Wow! 

 

ASA: Yeah, I’m quite into like atmospheric firing so like gas, wood, salt I suppose, but I’ve not 

done that much of salt firing. They’re quite subtle differences between salt and soda, but 

you would fire two kilns at the same time and compare the results to see the differences.. 

Basically soda is like a synthetic version of salt, which is meant to be more environmentally 

friendly, so it’s kind of that was the idea of it. So I got funding for that, and the.. it’s been 

honoured for next year. We were also gonna take students to Hungary for a residency, at 

the International Ceramics Centre in Kecskemét, but that didn’t happen. Yeah, I was taking 

part in a business course through the university in creative entrepreneurship, which did 

actually run online, so it was different, it wasn’t like a practical physical thing, it ran online, 

we’re having like a digital exhibition, which opens on the 25th.  So yeah making work, I’ve 

been doing 3d scans of objects and making like 3d spaces to show them in, just to show how 

people ..like..ahh, I’ve done a few online exhibitions which I wouldn’t have done, other wise, 

I’ve done new things, and they’ve been quite good, but you don’t get that tactility with 

ceramics. I’ve been trying to make these, with the help of someone else, making these 3d 

models that you can almost like move, so you can see, so they’re quite well scanned, you 

get all the detail and the variation in  the finishes, but you can actually like move them 

around, so they’re going to be put in to like a 3d space, it’s almost like a video game that 

you can almost walk around in. 

 
LB: Oh cool! 

 
ASA: There’s been a lot of new things that have come up that are things that I wouldn’t have 

done, which is something you’re probably going to ask. Err… I guess I would have been 
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making more work, I’ve taken on a studio in Aberdeen, I took it on last November cos I was 

teaching I didn’t really get any time to go in it, but now, I had all this time in the world,  and I 

had to sort it out. So I set up my space, and I’ve been kind of making work, in line with the 

time that I was in Iceland. In January I was working in isolation in winter in this old farm 

building it was really great, but I was making a lot slower, the work was kind of chunky and 

less refined. With casting it’s more refined and you kind of churn it out, but I was taking 

more time with these pieces, and I was kind of referencing the landscape, I think the last 

few months that’s the work I’ve been making, just making small amounts of things. I only 

just recently finished doing an open studios events, so it as great to get the work out again, 

have people look at it, and talk about it with other people, and I’ve kind of come to a point 

where I think, oh well, I’ll use granite to finish these pieces, because that’s what I was doing, 

I was using materials from the land, and thinking about using oil in the ceramics. Because, 

well..I’m in Aberdeen, so it might be kind of referential to that [laughs] so..I’m maybe going 

off topics… 

 
LB: No, not at all. You’re kind of heading in to my next question, which was about how, 

ermm, the changes you’ve been experiencing since lockdown, how has that influenced what 

you’ve been able to do. So you’ve been able to make you say, just not as much. 

 
ASA: Yeah, I’ve been really grateful that I’ve had the studio and the space, for me it was just 

like I got in there and I sorted it out and I have been making work there. I think I’m slightly 

more limited in the processes that I can do, because I use facilities at the art school, because 

I work there, but actually.. The limitations are quite nice. To put limitations on your work is 

good once in a while, and going back to studio based practice, because yeah, I was making 

work at the art school, alongside students and things,  and that was really fun, but it is nice 

to have my own space and work in that way, but also  because there’s less equipment there 

so just doing more ..not rudimentary. But it’s like, the limitations are kind of nice…. 

 
LB: like a challenge? 

 
ASA: yeah, it’s a challenge, um.. Yeah, I think when March happened,  I was quite upset as a 

lot of people would be, but just thought well,  I’ve got to be pro-active, so I applied for like 

every bit of funding I could get, I got money from AN, erm, I was doing some talks online for 

Creative Informatics, I got the bridging bursary, I had..I have a document where I wrote 

everything down, like my loss and expenditure, and everything I gained, and I was actually in 

a better place than I would have been if I hadn’t been in lockdown, in terms of the funding I 

got to cover loss of classes, and you know the things I’ve done it’s kind of equalled out, if 

not been better, so that is quite good. But yeah, just applying for lots of funding, and every 

opportunity I can really, so doing online exhibitions, I’ve done with Art North magazine they 

had an online exhibition as part of project rooms right at the start, then, er I was looking at 

over Curator Space for opportunities, I found some opportunities through that, 

doing..ermm.. it became a lot more like, working on my computer, a lot less making, and a 

lot more applying for opportunities and writing and funding and the like. Iit was good, 

umm.. and yeah, obviously still being in the studio and trying to have that connection, I was 

doing Instagram takeovers for different groups, and that. Got me in the studio, and when I 

was writing for the research I was becoming acutely aware of how much time I was on the 

computer, I was doing like a diary thing of what you did so.. I was conscious about…but I 
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think that’s the same for any craft, like so much of it is admin, and applying  for stuff, and 

actually making things can be the smallest part of it, or the smaller, so I’m aware of that  

and just trying to combat that a little bit. And yeah, more recently setting up one-to-one 

sessions in my studio, so socially distanced ceramics is something I’ve been doing , err just 

trying to get people in the space, making work, and…umm.. Yeah, working with other artists, 

to realise other projects so people have been bringing things they haven’t been able to, 

commissions and things, that they haven’t been able to do so that’s been good for like, loss 

of earnings, but for me teaching is a really good way of cementing what I do, so I can just ..if 

you repeat what you’re saying, or you know if like I find that just saying things cements it in 

my head, and it was actually really funny when I first got back to teaching someone to throw 

for instance, and I was on the wheel, doing it and it was fine cos I remembered exactly what 

I was doing but when I  was saying it, it was kind of jumbled up, and it was actually quite 

good to kind of challenge myself, because I thought oh well, that’s what I used to say, but 

actually now, I would maybe phrase that differently like having time to think about that, so I 

think over the period it’s been quite good to reflect on just how I work and what I do and 

how all other things kind of feed in to each other so it’s actually been really good and really 

positive. 

 
LB: So would you say it has changed how you describe what you do? 

 
ASA: I think it has changed how I want to make work. I mean having it out for the open 

studios event and just seeing I had so much work, and it was a bit daunting all the stuff, and 

I was like ‘wow!’ I had forgotten I had made all those things, and it was really great that I 

had done it and made the work in January, the start of the year, and I’d made a lot of stuff, 

production is something I quite like doing, I’ve been making yeah, I make a lot of work, so 

it’s been quite nice to just flip that a little bit and just make less, slower production, I think 

that’s probably what I’d want going forward, I imagine for the rest of the year, I’ve obviously 

sold some work over the last week which has been great, and I’ll probably look to just like 

remake some of the pieces I have done, but I don’t think I’ll be like mass producing, cos I 

think just .. Slower.. Well I guess I’m finishing off the things I’ve been making exploring these 

granite glazes, but just yeah, just taking time, yeah, it’s good to have time, make work, and 

the work I make isn’t normally ..it’s never…like I just make it for myself, and if it sells that’s 

great, it’s never like my focus, and it takes a lot of pressure off to just.. I make my money 

through teaching, through making work for other people through funding, and if I sell work 

it’s a bonus it clears space in the studio more than anything, [laughs] ah, so.. I’m just aware 

of that, that’s the same feeling about my work, I make cause I want to make it not cause I 

feel pressure that I have to make it to play the bills, umm.. and yeah, I don’t want to kill 

myself doing it, and so if I just spend more time developing things that’s quite a good rest of 

the year plan. Yeah, I imagine that is where I’ll be at for the next few months.  

 
LB: So, the creative entrepreneurship course you’ve been doing, can you tell me more about 

that? 

 
ASA: Yeah, that was right at the start of lockdown I think, when everything was on Zoom 

and ..I.. It feels like such a long time ago [laughs] It was through Robert Gordon’s University, 

where I work, and um.. It was a partnership between Look Again who are like an arts 

organisation in Aberdeen and ..pfft.. The innovation school? So like a business school 
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course, it was a postgraduate course that was to do with emm, yeah, like creative 

businesses coming together to just learn, about like, how to like, I guess skills to employ or 

tools to use in their businesses, so we were looking at like, yeah, costing structures, 

marketing, and erm, to use like our narrative our story was the thing that kind of stuck with 

me, I think that’s something that most people kind of gravitate towards, how your story as a 

maker is one of the main things about you, so how you kind of sell that, we had to think 

about that. But it was useful, we talked about how to use social media and things like that, 

which I’m really bad at [laughs] but yeah, it was really good, we did pitches, and videos, and 

how to like sell…[shakes head] sell ourselves and like, we had talks with Donna Wilson, and 

talking about like, creative industries in general, and it was quite good, it was 8 weeks, 

postgraduate module so we get a certificate at the end of it. Yeah it was good, I think I did it 

and I just sort of forgot about it, and more recently, when I was talking to the researcher, I 

was just trying to remember it, and it has been sinking in, there were time when I was 

referring to some of the worksheets, and things, it’s just a few examples, but it was really 

informative, good to do, and I think really nice to have that group of people, like I think 

some of the peer connections that I made with other makers has been really great, the first 

cohort was largely Aberdeen people, so it was going to go live it was going to be a physical 

thing so it was sort of more local, but then the second cohort were more like broad, so 

we’re all coming together to do this exhibition on the 25th, which goes live alongside the 

master’s degree show from the school of art, so it was good for me. It’s given me new ways 

to show my work, so building this digital space and making these 3d scans that’s what I kind 

of put forward for it, along with like my website and documentation, or er, writing about my 

practice and stuff, so it was good. 

 
LB: Yeah.. So you mentioned it was quite nice to, like,  have that peer group... Do you think 

there’s been a big impact on your ability to connect with other people in the craft sector 

because of the whole COVID-19 thing? 

 
ASA: Yeah, definitely, like, being able to go to talks and things I was taking part in a lot of the 

Scottish Glass Society series of artist talks and pecha kuchas. There was loads of stuff that I 

wouldn’t have gone to otherwise that’s in the central belt, er, I guess that course, just being 

able to do it, still be able to realise it, I know it’s online, but you still have that group of 

people there, so yeah it’s actually been really positive for that. I think it’s going to change 

the way we work going forwards, the North East open studios that I’ve just been .. I got an 

email from them today saying that all future community meetings are going to be like, done 

on Zoom, which is probably really great, cause it saves loads of people having to travel, and I 

think there’s a lot of bonuses to it. 

 
LB: So do you feel, as like..  as well  connected to the sector as you did previously, if not 

more so? 

 
ASA: Erm, yeah, more so, like, it makes you realise how..  How much of a hermit I can be 

[laughs] it is quite normal that I don’t see that many people, but it is quite nice to have 

these options to go to things. I probably would be trying to go to more events, I think 

there’s probably less of that that happens in the North East of Scotland, for instance than 

down in Glasgow and Edinburgh, so it was nice to be connected in that way. And yeah, like.. 

With Applied Arts Scotland they had some groups that I was a part of that’s about 
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sustainability and making, closing the loops, so we’ve been meeting up for discussions like 

once a month I think, yeah there’s been good things that come from it, definitely 

connections. 

 
LB: Do you think, then..  it’ll have an impact then on your work moving forwards? This new 

sense of connection that you’ve been able to build. 

 
ASA: Um, I guess in how I like ..hmm.. Talk, the opportunities to talk about my work and 

showcase my work, I’ve done like, for the art gallery I’ve recorded like a talk .. So I’m just 

learning how to use like, IMovie, and do like recordings and things, and I’ve learnt how to 

use tools to ..to er, yeah just to get that across to people, so in that sense yeah. In the 

studio, I mean actually I was in my studio just making and I had Frances Priest doing a studio 

tour video, so that’s really nice to be like, making along with her, and I remember going to a 

talk in Glasgow once and people were making as the talk was going on, and I think that’s a 

really great idea, cos you’re taking in all this sort of information, but also maybe it’s 

translating on to what you’re doing also, yeaah..in that sense, just being able to access stuff 

I suppose, and it might lead.. I guess collaboration might be something that comes out of it, 

not that I have directly collaborated, but you could potentially be doing stuff like this online, 

I can see that, umm.. Yeah, I’m open to it, I’m quite happy to beaver away on my own, but 

then also it’s quite nice to talk to people so you don’t go crazy.. 

 
LB: Yeah, to have a sounding board and hash through ideas with.. Especially if you’re 

starting to change the way you talk about yourself or what you do. 
ASA: Yeah, it’s been amazing having the opportunity for events, like have the work in front 

of you and just describing it to people, I just remembered stuff I was doing that I had 

forgotten, and how I’ve changed what I want to do, so yeah, I guess like, being online is kind 

of similar, you don’t always get that opportunity.. 

 
LB: Are there previous experiences that you’ve had before COVID that you really think has 

come to the fore more, that has helped you like, manage the situation? Is there anything 

that you can think, oh yeah, that time really helped me? 

 
ASA: Uhh…[pause] pff.. I mean I always, since, since graduation I’ve always been on Creative 

Scotland checking up on opportunities, I think over this time I have had more time  to be 

organised, at points I felt so on top of everything, like my to do list was way shorter, and I 

was getting loads of stuff done, and I think now, I’m back at work, I’m in the studio, and it 

feels like I can see things are kind of slipping a little bit, which is fine because you can’t do it 

all, but um soo… I think.. The..  Just being pro-active is quite a good skill for me, and just 

wanting to seek things out and apply for everthing I can. Umm, my experience in Iceland 

was definitely informative, that idea of just physically working in isolation, because it was in 

winter wo you couldn’t actually leave the building most days, it was a bit like The Shining 

[laughs] 

 
LB: [laughs] This sounds amazing, like dream like..! 

 
ASA: It was amazing! You felt like Shackleton, kind of walking through walls of snow, cos you 

were just like, it was just me and another person, in this huge place, so that.. I’d been 
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thinking about that a lot and the isolation I had there, which I loved, and having the time to 

make work undistracted, and that sort of fed in to this period of lockdown,  

 
LB: Yeah, it’s thinking about time differently, I think a lot of people are enjoying this time 

and space to focus on yourself and not, like you say, having to do the juggling of extra things 

 
ASA: Yeah, so now, the juggling is happening,  and I was like … ahhh that was quite nice 

when I didn’t have to do those things, maybe I should like not do all these things and just be 

aware, cos it’s like getting stressed and taking too much on isn’t good for your wellbeing, so 

I’m doing these classes right, I’m trying not to let them run away, because a) it could be 

really physically dangerous having people in the same space and you increase your risk of 

contracting covid-19, and b) yeah, it’s just more to manage, and I just quite liked being 

slower, like I think that can really feed in to my practice, and I’m interested to see if it did go 

back to normal, if I would just go back to like, making loads of stuff! So, hopefully not, I just 

need to sit back and think about that sometimes. I just need to keep it slow, but you know, 

that’s definitely a positive to be working in a slower way, and having time. 

 
LB: It sounds like you’re really methodical in terms of seeking out that support from 

organisations as well, which is probably really helpful for you. 

 
ASA: I could be better, yeah, I mean, yeah, I go through things, and I try to like, what  I do is 

a send emails to myself and I have long lists and I have dates. Like I’ll have a to do list for 

that month and I’ll have everything on it. It’s all on paper, I could probably do that on excel 

and it would be much better .. I’m not that in to technology, I quite like making things and 

writing and stuff, but I mean, I can.. I’m becoming more proficient with these things, like last 

night I just forgot .. It only works if I look at my to do list.. I forgot I had this application for a 

grant, I want to apply for, so I got that application in. The deadline was midnight and I got 

that in at like 11 oclock, so I got it done.. That’s fairly standard. 

 
LB: Your working day is a long day then 

 
ASA: It can be, yesterday I had someone in the studio, I had to go to my flat, to let someone 

in, then  I was in the studio from 11 to half 6, which wasn’t bad, and then.. Came home and..  

Just chilled out. And then.. I remembered, by the time I sat down, I thought I really wanna 

do my admin, so I sat down and thought oh no I’ve got to do that! And then today.. Yeah, I 

slept in, had to..  I started doing some work my admin what I had to do, then I had to go to 

the studio, so.. It just, time just runs away from me sometimes. Like, today I’ve got yeah, 

zooms from half 1 to half 4, for studio inductions 

 
LB: Ohhhh, sorry to add to your zoom load 

 
ASA: It’s good, no it’s okay, I can fit it in, it is quite tiring I suppose, I forget you know, I 

started physically talking to people that’s even more tiring all the physical communication 

things that you do, yeah, so, it can be a long day. It feels like it’s heating up now with term 

starting, doing these classes, thinking about my practice a bit more, and… Cos, I can go 

through points of not making work, yeah, there can be times when I don’t make things, but 

that’s okay, I do like… I do think..  I just continually make.. It’s good to have a deadline 
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sometimes, it’s quite good,  to be prompted to make work specifically, but I’m quite good 

with just ticking over with things, so I think that’s quite a good strategy for me. 

 
LB: In terms of like leadership at this time, that helps you kind of keep direction and 

momentum, would you say there is a key player that has been providing leadership and 

making decisions through out the pandemic – In terms of an organisation for the craft 

sector,  is there an organisation that stands out there. 

 
ASA: Errmm… I guess Craft Scotland have got an authoritarian feel to what they’ve put out, 

they’ve got guidelines in place, I don’t.. They put a resource that was like an A to Z of 

funding, it just felt like.. There was a lot of information coming in at the start, there was so 

much.. Yeah, I got money from Visual Arts Scotland, but everyone was putting out their own 

individual things, and I think Craft Scotland had attempted to collate everything in to one 

thing, but by the time they had done that I had already kind of taken it in from everyone 

else. Creative Scotland definitely with the change of their funding programme, that was 

really amazing support for people to be able to get the sustaining creative development and 

bridging bursary and things like that, so, in terms of support, yeah, Creative Scotland 

actually had the money and they provided that, but Craft Scotland definitely had a lot of 

resources, alongside like, yeah, Applied Arts Scotland.. I guess everyone kind of did their 

own thing, they had weekly meet ups and they had an opportunities page that came out. 

Err, Fife Contemporary Arts, is it? They had like an opportunities page that keeps coming in. 

eer, AN I wasn’t really that engaged with what they actually had, but they definitely had 

their own support things. Yeah, I say Craft Scotland were fairly the authority on that, but 

there were lots of things out there… like, too much [laughs] 

 
LB: so they kind of act as like a sign post almost? 

 
ASA: Yeahh.. They obviously have the opportunities page as well that I check alongside 

Creative Scotland, ermm.. Yeah, and there are funded opportunities for other organisations 

that come up through that. And Craft Scotland do have their own things, a lot of the time as 

well, but erm, yeah a lot of sign posting I’d say.  
LB: Do you think there’s any gaps for support that you think could have been filled by 

somebody? 
ASA: Oohh.. I remember at the time, people talking about like, recent graduates not having 

enough support, I can’t really testify to that not being a recent graduate, but I felt like that 

was something that was.. bit of a .. lacking.. I feel like, really well supported throughout the 

whole thing so it’s really hard for me to comment, I’m just like.. Yeah it was all great! 

[laughs] But there were a lot of groups that weren’t provided for.. I think the governments 

funding was shocking, like I couldn’t access that because I had a job that at the time was two 

days a week, so I couldn’t access that, so like I think that was really limiting but I think a lot 

of people found that. 

 
LB: So were you technically furloughed from your university role, or did you lose out with it 

being over the summer? 

 
ASA: Err, no, they just paid me my full wage, I was furloughed from..  So at the university I 

have the technician job, and I have course tutor, I teach night classes, and I’m an assistant 
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for classes as well, so those jobs were furloughed, but because I had a full time contract, I 

couldn’t be furloughed, but they just paid me anyway, so I got, so for classes that might not 

have ran, I got paid for, so I probably made more from that than I would have anyway, 

umm..  I was furloughed..  I have a job at the hospital with the arts, for Grampian Arts, I was 

furloughed from that, and applied for my own funding for loss of income from courses at 

Dundee, and latterly places got funding of their own and paid it on to their employees, and 

then, just em..  You know smaller pockets like Visual Arts Scotland and AN and err… Yeah, 

Creative Scoltand was quit e a big one for me I suppose. Yeah, Heritage Craft Association I 

tried to get some money from, but it didn’t happen, I think Jerwood.. Jerwood I feel quite 

hopeful about so we’ll see what happens there, and then.. Other opportunities are coming 

out of that maybe.. Sorry I’m going off topic there.. I felt really well provided for, but the 

government support has been shocking.. 
LB: Yeah, could have been better.. umm.. Did you contribute to any projects that you 

contributed to in terms of interviews and profiles and the impact it had on you? I know Craft 

Scotland put out some maker stories, and Applied Srts Scotland.. 

 
ASA: Ermm..err, the creative learning team in Aberdeen, they did a thing called Creatives in 

Quarantine, so I wrote an article for that, which was basically like, if I had any advice for 

other people, about my work, and that was on their social media, umm.. God.. I suppose, 

like the artists talk I did for the Aberdeen art gallery I mentioned, the response to COVID, 

and then I did like recorded ceramics in my kitchen. I did like, press moulding bowls, I made 

a video that got put out on their social media, the Aberdeen art gallery, so that was like stuff 

people could do at home so I guess that was the response, and.. Er, just giving people some 

sort of outlet, for the period, but that was the main thing, I wrote for the creatives in 

quarantine. 
LB: How did that.. what did contributing your experience like that..  did that offer you 

anything?  
ASA: Yeah, it’s always good to just put down on paper what my experience has been, yeah, 

it was just about my practice, and just trying to write down everything,  and it has been 

really useful actually, just everything over the period, and that information I gave to 

researchers, and I’m articulating to you in some ways, so it’s nice to have that like, in your 

head cos you forget that you do all these things, and just like, remembering what you did, 

and how you managed to cope with that, and giving that on to people. … And just advice on 

coping, makes you think, oh well do I actually do these things? So, I remember oh yeah, I do 

need to go outside cos that’s really good for me to go for a cycle or something, or just yeah. 

Checking opportunities, it’s so ingrained in me, but it’s nice to… to be able to write it down 

and think, oh yeah I do do these things, it feels nice, it feels nice to be asked.  

 

LB: Oh yeah, it makes you feel like other care. 

 

ASA: Yeah, and it’s good to help people.  

 

LB: Did you read any other people’s makers profiles? 

 

ASA: Yeah, I read them all, other people’s profiles, just to get a sense of what they were 

saying. It was really informative, and I definitely have been reading, I get emails from 

Applied Arts Scotland with the kind of maker profiles and yeah, I’ve been reading them, it’s 
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nice to feel connected and you can take away, there’s definitely stuff I take away from them 

like, oh yeah, I’ll do that or I’l try that and.. Yeah, it’s been nice to have that cross over of 

platforms. 

 

LB: Yeah, so you feel like they do offer you something, they provide you with…something? 

 

ASA: Yeah, I think a lot of organisations like Visual Arts Scotland they do a Friday Forum, I 

don’t know if they’re still doing them but that was a great platform, and yeah, the kind of 

talks I went to for the Scottish Glass society, people have been quite active for stuff online – 

like a lot through zoom, and also articles on stuff.. Yeah 

 

LB: Yeah, and is there a sense that you’ve gotten a new ..you’ve mentioned a couple of 

times that new opportunities have come up and different ways of working for the future 

coming from the crisis. 

 

ASA: Errm, yeaah, the project exhibition and the work being put in a 3d space is coming up 

and that’s really exciting, and er, yeah, working.. The recording the demonstration for the 

art gallery has kind of informed what I’m doing now for the students, so I’m recording a lot 

of demos to kind of cut down on how kind of contact time,  so they kind of use stuff on the 

student portal and then come in to the space. So yeah, it all feeds in to each other, and 

these ways of working and tools.. Err. Yeah, you know I delivered talks and wrote articles I 

wouldn’t have written.. Funding opportunities.. 

 

LB: The opportunities that you looked at in those lists..How did you decide to go for them 

and know they were the right ones for you? Is it like blanket applications, or?  

 

ASA: Ermm, [laughs] I can.. I kind of just like.. apply for anything, so I can be quite blanket 

applications. There are some stand out ones that you can.. Yeah, ones that talk about.. 

Supporting craft specifically, would definitely be one, or opportunities to like.. like 

professional development opportunities for me, I guess cause I’m quite comfortable writing 

about things I would want to do to develop my practice, like, it could be like equipment, or 

tools, or processes or residencies, so anything that like can foster, a sense of developing 

work is something I would be especially interested in. I guess things like… Opportunity to 

write an article or make a video became more interesting because well that’s something I 

can do, and am keen to do, so working more… Opportunities that were more digital are 

definitely new, and I’ve just tried to be proactive, I moved to a less comfortable point but I 

think it’s good to, and things like fostering .. Being in the studio or making stuff, with an 

outcome of some sort of exhibition, that would be yeahh.. So there are specific things that I 

would be excited about. 

 

LB: Is there anything you wish you could get out of it that hasn’t come up?  

 

ASA: Ermmm… [pause] I guess, I mean the Dundee Ceramics Workshop we had quite a lot of 

conversations.. I think they’re limited by their landlords, WASPS are kind of putting a bit of a 

slow down on things that we are trying to put in place. I’m quite open to doing classes 

there, and travelling for that, but also if not then doing stuff on line. I have been attending 

online workshops but I haven’t delivered any and I would be quite keen to do that. But 
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that’s something I can initiate myself, but just that organisation has a stumbling block 

because of their landlord and access to the building, so that has been something that has 

been held back, erm, but that is self initated.  So nothing opportunity wise that I can think of 

right now, it sounds weird to say that I am quite happy, but I am quite happy. I’ve had a rent 

holiday in my studio so wasn’t paying rent there, I had materials in my studio, I had funding, 

like, I was able to work from home, and had time, so yeah I think it’s been okay I’ve been 

quite happy. I would love more opportunity to travel, but I don’t think that will happen 

anyway, like I think it’s just not gonna be at this time, but err.. pfft.. No, I think, I guess I’ve 

not seen much in the way of mentoring. There has been peer support, but it seems like 

there was a time when like, mentoring was really in vogue like every opportunity had a 

mentor scheme, like you could apply to be a mentor and I felt like that was really 

fashionable for a period but that seems to have dropped off the radar. I feel like now would 

be a good time for that, it is happening in different ways, I mean I had some financial 

support from an accountant which was quite interesting, I had a one-to-one meeting with 

an accountant talking about what I could do, what I did. I felt like I was fairly up to speed 

with most things, but it felt nice to talk to someone so that was financial mentoring I 

suppose. The course I did, yeah, I was learning from people who were business  people I 

guess, so yeah mentoring would be something that could be really useful for people, and it 

seemed like it was happening but less now. 

 

LB: it’s been cut off 

 

ASA: Yeah a little bit 

 

LB: So now things are easing, to what extent do you think things are returning to normal? 

Do you think things will be different moving forward? 

 

ASA: Erm, probably quite different. In terms of the university, I’ve been in the building for 

six weeks and that’s been fine, they have like quite good provisions, one way systems, 

sanitising, track and tracing, social distancing, err, that is going to feel quite different when 

there’s 275 people in the building, that’s the cohort this yeah for the school, so that’s from 

next week. We’ve had all summer to put these measures in place, and it feels, it feels like 

we’re ready, but obviously it feels a bit weird, but I think once everything is up and running, 

it will be fine. It’s going to be different in terms of how we access the space, and what we 

can deliver. Obviously, my night classes aren’t running, but my socially distanced ceramics 

that I’ve been doing from my studio are kind of the means of combatting that, I mean, a lot 

of this, there’s been two cases of COVID for RG students already, so it feels.. I think if there 

was..er.. It’s going to be different in the sense that if people are exposed to it there is going 

to be like.. Not a campus lockdown, but, I guess people who have been exposed will not be 

in work. Like, I think it’ll be a bit fractured I think, and we’ve already kind of had a lot of that, 

but we’re equipping.. We’re trying to equip them with ways of working that don’t need to 

be in the studio – like the sculpture department aren’t going to be firing any clay, they’re 

going to be making things with cobb and plaster and scrim, so it’s going to be quite basic, 

and that’s what I’ve been thinking about with the way I’m working anyway so it’s quite 

exciting. But they are only in one day a week so it’s going to be much smaller attendance, so 

they’re going to have to be working from other places anyway which might factor in to my 

studio, as I kind of offer equipment facilities to people, so it might be tight there. It’s just 
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going to be different, winter is like quite a lot of markets and exhibitions and things, and I 

think a lot of it is going on line, and I’ve got a deadline for Flock tomorrow,  which is an 

online thing, it’s quite a big sort of craft event in the North East so that is not happening 

physically, which I guess I’m disappointed about, like just having a physical event in the 

north east open studios is amazing, and having people see the work, it makes such a 

difference. It’ll be harder over winter, I think there’ll be a lot less opportunities for that, so, I 

guess I will almost see like, I’m probably coming to a phase where I might think, well, look 

towards more funding, or I might try and find a way of combatting that. To an extent I’m 

doing a lot more fabrication work, so I’m making work for other people, other artists and 

designers, and that’s something that I don’t overly enjoy doing as it is a bit of a thankless 

task,  but I’m making products for people, probably cos that’s something that I’m just aware 

that I can do, so it’s quite..it’s quite a lot of pressure, and that’s probably quite a different 

thing that is coming out of this. Um, I’ll just keep making my work in the studio, the slow 

way that I have been outlining. 

 

LB: So that slow practice is one of the biggest things you’re taking forward out of lockdown. 

 

ASA: Yeah, it’s still making work, but just taking  more time on pieces I suppose, the way of 

working will be a laborious process,  like rolling out sheets of clay and press moulding and 

scoring is much slower than pouring clay and pouring it out and slip casting, so you know, 

yeah, there’ll be a change in practice. Not all of it is going to be different but it kind of has to 

be for the duration. I’m concerned about winter, and what that will bring, because it’s 

normally quite an active time for things, but hopefully what I have in place will kind of.. 

equal out? I have an extra day of work at the University, so now I’m three days a week, so 

I’m trying to remember that as well, now I have like more responsibility to the University, so 

I can maybe do less. But that’s a balance, it’s weird because I got this job, it was the first 

salaried job I had, I’ve been there, it’s my fourth year, and like it was just weird to get paid 

for being sick, or going on holiday, [laughs] because when you’re self-employed you just 

work all the time, and it keeps you hungry, like you’re just like,  yeah I can be up to midnight 

or 4 in the morning doing commissions, or not go to sleep or .. And I kind of want to retain 

that, like I would hate to get to the point where I get really comfortable and I have like a 5 

day a week job say and I just like I’m just tired and I don’t want to look at anything online, 

and it does. The days I work I do much less in terms of keeping up with my practice and 

admin and everything else, I’ve just been quite happy. I’ve done a days work and I’m paid 

[laughs], like I can take it easy and don’t have to strive, but when you’re self employed I 

think, like, for me, I would just put pressure on myself because you think of people working 

9 to 5, you know, I don’t… That’s probably where it comes from I think. 

 

LB: So the uncertainty almost motivates you in a way? 

 

ASA: Yeah, yeah, I think. Not knowing, I remember times when I was planned .. I had a 

whole year planned ahead of me, like that’s amazing, or I’ve got all these things scheduled 

in to next year and things planned, but it’s quite good, it’s good to have things planned, but 

also nice to have room for moving around. There’s always stuff to apply for, always 

interesting stuff out there. 
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LB: Yeah, so you’re talking there about the future, and looking forward. How do you see the 

future of the craft business now, what are your priorities? 

 

ASA: Ermm.. I guess just probably continue as normal, or roughly as normal, like I think 

having roles that support my practice, so my job at Gray’s, the teaching, the commission 

work, like these things kind of feed in to feeding what I do and take the pressure off me 

really having to make money out of it. I do sell quite regularly and it’s fine, but that would 

probably be on my mind,  but also I’ve done this business course and I’m aware it would be 

good to spend more time ..pfft.. Developing… Ther’s things I really don’t wanna do, I really 

find social media very difficult, and it’s like I just can’t be arsed [laughs] 

 

LB: I always find social media hard, I find it almost kind of embarrassing? Or more like, ..who 

is reading this?? 

 

ASA: I’m okay with that, like, I know the work I make is good, I enjoy it,  and I do have 

something to talk about. I think a certain amount of ego does help, with being, having a 

craft business or being and artist, that I don’t have so much a problem with, I just find it like, 

I have little motivation to do it. I should, having done the course I can see like, I can spend 

all my time on my work, and really hammering stuff marketing and stuff, but I think as well I 

wouldn’t enjoy that, cause if I had all the time in the world just to make work I would just be 

like.. I would just be like..ughh.. I just find it’s better to like, fit it around everything else? So 

it’s like, umm.. I think if I had all the time in the world I would probably get really lazy with it, 

I’d feel like, oh well I won’t go in today, or I’d feel like oh I’ve been making this stuff all day, I 

could you know, think I don’t really wanna do this. Where it feels more like special, if I’m 

like, oh I’ve got time in the studio great, I can fit it in, alongside everything else, which, 

everything else is working in the creative industries, like, It still is really valuable, I don’t 

have to be making pots all day, cause a) I’d have loads of stuff and.. I’d have to have some 

kind of platform, or an Etsy to sell, it, [laughs] which I don’t want to do, make an account to 

sell it, or I could  just make and if it sells it sells. I probably should be better at.. I think I do 

okay, I’m probably selling myself a bit short, but umm.. There is more, I could,  I could focus 

more on my craft business itself, as it is, but, it’s for me and I’m quite happy with how it’s 

going, and yeah just waiting for opportunities to go, for residencies, make work, exhibit it, 

sell it, that’s fine, like probably exhibiting work is my preference, rather than stocking shops, 

which I used to stock shops and you used to have to keep track of all your stock and it was 

just .. You know, people don’t pay you. I’d rather sell directly through markets or, an online 

platform, which would be like, begrudgingly what I should do, or have like an exhibition and 

like, you know it’s for that moment, kind of a thing,  

 

LB: Atleast that’s something great to come out of it, you know when you’re selling in person 

you have to pick and choose between different potential places to physically be, but in 

theory you could sell at 5 virtual craft markets on one weekend and you’re able to be in 

those places all at once?  

 

ASA: Yeahh, I think I will apply for some I mean I mentioned Flock, I’ve seen a few others 

advertised, I think I will just… Just to see and try something new, it would, it’s good to 

challenge yourself, and it would be a challenge, I think I would be less excited about doing  it 
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but I think it’s fairly crucial at this time,  that these things are happening, and why wouldn’t I 

take part in them you know? It’d be silly not to. 

 

LB: Yeah, exactly – So how different do you think your future looks like what you expected 

for the coming years compared to what you expected pre-covid? 

 

ASA: I guess I just largely look shorter term,  like if I can get to the end of the year that’s 

quite good [laughs] and then for that, longer term, I imagine I might try to roll out similar 

strategies, em.. Yeah there’ll be losses and gains, there’ll be things I can’t do but there’ll  

also be new opportunities off of that, so it’s just trying to keep that positivity. 

 

LB: Yeah, be reflexive 

 

ASA: Yeah.. I’m still holding out for a vaccine for next summer, which would be great 

[laughs] I think the world will be different and its quite, good that people are.. You know 

some diseases are less prevalent, you know like HIV is down and stuff, and there’s loads of 

benefits that are happening despite all the obvious terrible things. Yeah, it’s gonna be 

different, just trying to keep people safe is the main thing. And I think a lot of it comes down 

to acceptance. Like, I accept that everyone is in the same boat, and I don’t feel put out by it. 

It’s just to kind of accept that that’s the way of it, and trying to find a new way of dealing or 

safe way of doing that, so the open studios that we had, yeah we had limited capacity, 

people had to wash their hands when they came in, and we did track and tracing, and 

encouraged people not to touch stuff or sanitise their hands, wear masks, so that’s like.. 

Yeah, that kind f thing. And if I can’t do it in person then looking at more like Zoom 

workshops or virtual craft fairs and things, which I’m open to do, it wouldn’t be my 

preference, but I accept that it’s probably the likelihood that that is what I have to fold in. 

It’s there, it’s kind of creeping in, a little bit. 

 

LB: It sounds like it’s a kind if incremental process of adjustment – you just have to figure 

what you’re working with and go with it. 

 

ASA: Yeah, I don’t really plan ahead, I don’t have a five year plan or anything, it just sort of 

rolls off, is that.. I think I had to answer that question for the creative entrepreneurship, and 

I just felt a bit like ..a little.. Ugh, it sounded a bit rubbish, but I’m quite happy with what I’m 

doing and I think the way I’m working is quite nice , and having opportunities to, time in my 

year to look at my practice like a residency and maybe I do like.. A residency from home,  

there’s a few in Scotland actually, talking about the Isle of Skye and, er … With an arts 

organisation, up in the Highlands and things, and yeah, I think if it has to be based more in 

Scotland then fine, or the UK, then fine, and.. But yeah.. I’m very lucky that I have a studio 

that I can make work, but it has been incremental changes as you say, largely trying to like, 

work to what I normally do, but different. 
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C4. Storification – Sample 

 

ASA 

Asa is a male mid-career ceramicist who graduated from university in 2010. Upon 

graduating, they received support from a ceramics studio who provided free access to their 

facilities. This led them to becoming a member of the studio, where they were able to 

continue their creative practice. They took up a placement with the Scottish Sculpture 

Workshop, however was keen to focus upon securing funding that could enable them to 

travel and expand their practice. Developing an approach to finding and securing 

opportunity, Asa has a daily routine of checking the ‘Opportunities’ sections of Creative 

Scotland’s website. Taking a pro-active and open minded approach to applying for 

opportunities, early on in their career they secured funding to travel to Canada and take up 

a residency. As part of this, they were included in a touring exhibition. Whilst preparing and 

making work for this residency, they also secured the Visual Arts and Craft Mentorship 

Award (VACMA). This provided a pot of funding, as well as connecting Asa with a mentor 

who was established within the craft sector. Securing this guidance and funding was crucial 

in aiding their development of the collection they submitted to the touring exhibition in 

Canada. Whilst Asa already had recurrent themes in the work they created, they received 

advice from their mentor in their creative direction that they found really informative. Their 

experience at this time solidified the value of undertaking similarly funded residential 

opportunities, and they made the decision to explore this approach in a more focussed way. 

Applying for a round of funding from Open Project Fund, Asa planned to revisit Canada in 

2016 to partake in a residency that could enable their technical capacity. The application 

process for funding demanded at least a three month lead up to the project, which Asa’s 

submission did not have. Thus, the application was unsuccessful. However, Asa self-funded 

the project and was still able to make the most of the opportunity. This experience helped 

them to recognise the important dimension that time plays when putting together such 

applications, and they feel now they have refined their ability to write applications. Now, 

they describe themselves as a self-employed practitioner, who values the flexibility that 

they have in their work. Major goals are to focus on their own development, driven by their 

motivation and creativity. They identify four streams in their model of work: a technician at 

a university; leading on university night classes; fabricating work for other people; and 

creating their own work. Managing this complex and busy work model, the residencies that 

Asa takes part in are valuable time for them to focus solely upon their own development. To 

fund this, Asa has had several successful applications to the Open Fund Project, as well as 

the VACMA awards. They have had mixed success with applications with the programmes of 

Craft Scotland, feeling like the standards for applications are extremely high. It has taken 

Asa time to manage the demands of these applications, that have strict guidelines, expect 

very high quality imagery of work, and require specific forms of communication. However, 

through repeated applications, consistently asking for feedback, and iteration they have 

been able to tailor their applications to the needs of the organisation. In particular, they feel 

their willingness to partake in Craft Scotland specific projects has led to the organisation 

supporting their work more and more, as a result of them being involved in varied projects., 

They have travelled to Iceland and Denmark for residential opportunities, allowing for the 

development of both their networks and creative practice. Taking on these opportunities to 

create and share their work in international spaces challenges their use of local resources, 

working to incorporate their approach to heritage and identity in a space that is less well 
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known. Working in this way provides them with opportunities to research, and disrupt their 

typical approaches to working. They see securing a steady income as a challenge, as well as 

managing their own time and the many responsibilities that come with their work model.  

 

Prior to the COVID-19 pandemic, Asa expected to spend 2020 working in their university 

role, including a student trip to Europe, as well as leading night classes. They had recently 

reconnected with a ceramics studio they helped to set up in 2017, and had devoted 

considerable time to organising a programme of brand new workshops. In addition to this, 

Asa had a collection of work that was being exhibited at an arts centre, and expected to be 

working on creating new work, although this had always been difficult due the limits on 

their time. They also planned to be attending a two week technical course in Canada, as well 

as being enrolled on a business course in creative entrepreneurship. Of course, much of this 

changed during the pandemic. University campuses closed, in-person events were 

cancelled, and limitations were placed on international travel. All of these elements were 

central to Asa’s plans for 2020. When the restrictions first came in, Asa was upset to think 

that so many of their plans would be disrupted. They also felt very overwhelmed by the 

sheer amount of information that was out there to support them during this time, and the 

amount of work that would be involved in finding it all. Luckily, the funding secured for their 

two week residency in Canada was guaranteed, meaning the opportunity could be moved to 

a future date. Closure of university campuses meant that Asa’s working in the university site 

was no longer possible. The course in creative entrepreneurship was moved to a virtual 

platform, with repercussions for the final outcomes and the overall experience of the 

opportunity for the cohort. All the workshops scheduled for the year had to be cancelled, as 

well as night classes. However, Asa was determined to be pro-active, and pushed to apply 

for every bit of funding that was available to them, receiving grants from the Artists’ 

Network, Visual Arts Scotland, and the Creative Scotland bridging bursary, amongst others. 

Whilst they sometimes felt they were out of their comfort zone when taking on new 

opportunities, there was a sense that the challenge would be worthwhile, and they 

specifically sought out opportunity that would lead to professional development. Despite 

the limitations on physical exhibitions, many work arounds were found. The creative 

entrepreneurship course closed with a virtual exhibition, rather than a physical one. For Asa, 

this meant developing ways to overcome the loss of tactility that is inherent in ceramic 

work. Through collaboration with a partner, they were able to devise a series of 3d models 

that could more richly communicate the tactile properties of their ceramics. Asa was also 

granted a rent holiday for their studio, and without having to juggle so many different work 

streams, Asa found they had more time to devote to setting up the studio space. Doing this 

has given them greater capacity to create work in response to their previous visit to Iceland. 

It also meant they were prepared to take part in an Open Studio event, where they could 

display their work, and discuss it with an audience.  Whilst they found their practice was 

more limited, as they were previously relying on the facilities available at the university 

where they work, they relished the challenge of making objects in a different way. A host of 

entirely new opportunities began to present themselves. Asa applied for every opportunity 

they found: funding; online talks; online exhibitions; Instagram takeovers; research projects. 

Not only were they able to take part in these events, but they also watched the activities of 

other makers in the sector, reading their profiles and watching their stories seeing it as a 

good opportunity to find out how other people were working, dealing with challenges, and 

drawing on resources. They received funding to cover the losses made from the cancellation 
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of their workshops, as well as accessing a one to one session with an account to discuss 

finances. Their experience in adapting teaching methods in line with university policy gave 

them insight in to hosting virtual workshops and tutorials. With a newly set-up studio they 

were able to launch socially distanced ceramic sessions in their studio. They were also able 

to fill a gap in fabrication for those who were unable to create their own objects due to 

limited studio access. Asa broadened their opportunity search to incorporate CuratorSpace, 

an online platform for recruiting creatives. They also accessed new resources and 

directories that came from organisations such as Fife Contemporary Art and Craft Scotland, 

however these directories mostly collated resources that Asa had already accessed via their 

own research activities. A large proportion of their time became about hunting out 

opportunity, administration, and applications. 

 

When Asa was able to take some time to reflect upon their activity over the first few 

months of the pandemic, they recorded their activity through an expenditure and loss 

report. They were surprised to find that they had been able to equal their pre-COVID 

financial expectations, if not exceed them, through the adaptations they had made to the 

way they worked. They felt genuinely ‘on-top of things’ that they were working through, 

making the effort to be organised, and draw on their previous routine of scouring the 

internet for resources and opportunity. Not only this, but their time working in isolation in 

Iceland had prepared them for working alone, and at a slower pace, without distraction. In 

addition to this, they had space to re-evaluate their approach to their business. Taking time 

away from teaching meant that, when they did return to a workshop setting, they found 

they had modified the way they spoke about the practical side of ceramic work. This 

reflection has also impacted upon how they want to work in the future. Their experience of 

displaying work in the open studios events highlighted the sheer amount of made objects 

they had accrued at the start of the year. Now, they were able to slow down their 

production, and dedicate more time to creating a single piece in a more mindful way. Not 

only that, but the connections Asa built during this time were valuable. They accessed a 

number of artists talks and Pecha Kuchas which offered support, and connected them to 

others in Scotland. They especially valued their new ability to attend events that may 

otherwise have taken place in the Central Belt, but were now being hosted online. The open 

studios event they took part in even changed their approach to community meetings, 

choosing to host all future meetings via Zoom, enabling greater access. As a result, Asa now 

feels even more connected to the craft sector than they did previously. They joined a new 

organisational member group focussed on topics such as sustainability and making, meeting 

once a month, where they build new connections. They’ve also had unprecedented access 

to the way other makers work, thanks to them sharing live streams from their studios whilst 

working. When tackling their own artist talks and events for others, they have learnt a host 

of new skills, including the use of recording and editing software. Having created articles 

and recorded sessions for various organisations, as well as contributing to research projects 

such as this one, Asa has had a lot of opportunity to reflect on a lot of their activities during 

the pandemic. Their story of navigating the obstacles of the pandemic has given them an 

insight in to their ability to handle such circumstances, and their resilience as a practitioner. 

Moving forward, they are keen to reintroduce travel in to their working practices. They also 

hope they can engage with further mentoring, feeling like right now is a good time for this 

to be available not just for them but for the sector as a whole. They are looking towards 

winter and the usual markets and selling events that are likely to be cancelled, or moved to 
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virtual platforms, and thinking how to overcome this as a loss to their business. Whilst they 

see virtual events as an option for the winter season, they are aware they can turn to their 

work fabricating objects for others to plug the gap in their activity. Now that so much is 

virtual, they are also aware that they have to invest more time in their social media 

presence and setting up an online shop such as Etsy. Again, they see these adaptations as a 

challenge to their usual in person events, but a valuable challenge. Overall, Asa is really 

happy with how they have been able to handle the pandemic, and the place their business is 

in right now. Building their business over the last ten years has brought them a whole host 

of opportunities, and the pandemic has been no exception to this. 
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C5. Data Analysis Journal - Sample 

 

Review Of Data 
 

Asa 

So, this is how these themes read: 

1. Leveraging collaboration 

Asa clearly rely on external opportunities in order to explore their making processes – it is 

far less organic than the other two respondents, and appears to rely entirely upon a blanket 

approach to opportunity. They are extremely methodical in their approach, creating a to do 

list from opportunity pages f creative Scotland and craft Scotland, and other orgs. It’s deeply 

explorative, and sees them taking up almost any opportunity fearlessly. Any failure is seen 

as an opportunity to learn, where they carry insight forwards to inform future applications. 

They are not held back by any other obstacles in their life, ie. childcare etc, and so have had 

relative freedom to explore whatever and however they want. They do much learning from 

these activities, and this sees them adapting their approach upon each iteration of an 

application or project. However, they state it can be hard to take on new learning when so 
much space is dedicated to this way of working.   
 
“I likely forgot about the course as it’s hard to find time to reflect on new learning alongside 

life but perhaps the importance of what’s learned is applied more sub consciously and over 

a longer period. I generally feel I should be pushing myself in new directions so it can be 
difficult to accept that I have found or settled into a working pattern.” 

 
They see orgs as an authority that can be trusted to to define how makers operate in the 

industry, setting high standards that they must align with – it challenges them in a way that 

helps them achieve more. They also resent the exclusionary nature of this though. 

Collaboration with orgs or others is seen as a way of developing and reflecting on how they 

work and sees each activity or stream as informing the others. They know the more they 

work with organisations like craft Scotland the more visible they become, and the less leg 

work they have to put in to applying for these opportunities – are they striving to be trusted 

by the organisation in this sense? I’d say yes? But isn’t it also really problematic that 

individuals should have to do so much leg work to be seen? Is this what leads to them 

missing out on applying for applications – ie. Fiona’s interview? They are spending so much 

time trying to be seen they almost become less seen?? Asa makes himself highly available, 

but a big issue for them is finding the space to focus on themselves, which they see as 

necessary in order to progress and reflect on what they’re doing fully. Part of this is taking 

time to share stories with others- they find it helps them to realise just how much they do, 

what they are capable of, and maybe think about how they want to be moving forward. 

They don’t have much long term planning, but is it almost because they don’t have the 

freedom to think that way?  

 

Doesn’t want to be too heavily planned 
“I remember times when I was planned .. I had a whole year planned ahead of me, like 

that’s amazing, or I’ve got all these things scheduled in to next year and things planned, but 

it’s quite good, it’s good to have things planned, but also nice to have room for moving 

around. There’s always stuff to apply for, always interesting stuff out there.” 
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“I guess I just largely look shorter term, like if I can get to the end of the year that’s quite 

good [laughs] and then for that, longer term, I imagine I might try to roll out similar 

strategies, em.. Yeah there’ll be losses and gains, there’ll be things I can’t do but there’ll also 

be new opportunities off of that, so it’s just trying to keep that positivity.” 

 

“I don’t really plan ahead, I don’t have a five year plan or anything, it just sort of rolls off, is 

that.. I think I had to answer that question for the creative entrepreneurship, and I just felt a 

bit like ..a little.. Ugh, it sounded a bit rubbish, but I’m quite happy with what I’m doing and I 

think the way I’m working is quite nice” 

 

Creating Visibility 
“I took on a profile on [Craft Scotlands] craft and makers page, and I suppose that kind 

of..just..just means they can see me more, and I’m more visible to them, you know? And I 

guess that’s ..if you’re not seen, you probably won’t really get that much. I think I’m more 

active on their platforms, so they’re probably more responsive to that.” 

 

“Craft Scotland, they’re something, I have applied for a lot as well. I’ve not had like, a lot of 

success, but I am slowly getting more traction with them, I feel like they are slowly starting 

to support my work a bit more and showcase my things, and amgetting more successful 

applications through them” 

 

“I applied for this like, oh god, it was a research project with a doctor, who was looking at 

craft resilience, so I did that, and while I was doing that, I got an email from Craft Scotland, 

saying oh would you like to be, you’re one of our featured makers on our banner, like a 

banner image and a featured maker, and I get the feeling maybe that’s coming from just 

participating in projects with them more.” 

 

High standards of orgs helps development 
“[Craft Scotland have] got quite strict guidelines for what they take, in my opinion, like it has 

to be really really high quality images. I feel like my writing is probably developing all the 

time, it’s like ..being able to articulate my work in writing through applications has been 

really valuable, and just like, how you communicate with people, I’ve gotten better at that 

and my images have gotten better” 

 

Value of mentorship 
“I got a VACMA award in Glasgow, which included like a mentoring opportunity, so I got 

funding and a mentor from Katie West, who was a tutor at the fine art school, and that was 

around the time I was developing that work to go to Canada, so it was really great to have 

the money to make work, and support in terms of like, how that work is developed, I don’t 

think I would have made the work, I wouldn’t have thought to be looking at ..I wanted to 

make work about aqua culture in Scotland, but it was quite broad and she was suggesting 

that I should be maybe looking more at like closer to home, and that has been really 

informative to me.” 

 

2. Creating multiple identities 
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This is talked about the least - This is treated by asa almost as a given, they have any 

number of different ways of working, and see them all as ways of informing the other – their 

job as a tutor, their fabrication work, and their role as a maker/artist. They are massively 

explorative, but despite this they truly embody the notion of craft, rather than any kind of 

real focus, they simply use their skills in any way they can?? They make themselves highly 

available, in order to be utilised however the collaborative party sees best. Thus they must 

be available and visible. This way of working does however take a toll on them, and they 

find themselves unable to always define themselves when they are caught up in this 

working. Having time away from it recently as valuable for them to better understand who 

and what they want to be and do. They support their crative practice with other jobs, and 

switching between these ways of working oes give them space to reflect. They talk about 

how balancing this way of working is intuaitve, and is constantly in flux. The chaos ultimately 

can obscure future possibilities.  

Nice to focus instead of juggle 
“I’ve been really grateful that I’ve had the studio and the space, for me it was just like I got 

in there and I sorted it out and I have been making work there. I think I’m slightly more 

limited in the processes that I can do, because I use facilities at the art school, because I 

work there, but actually.. The limitations are quite nice. To put limitations on your work is 

good once in a while, and going back to studio based practice, because yeah, I was making 

work at the art school, alongside students and things, and that was really fun, but it is nice 

to have my own space and work in that way, but also because there’s less equipment there 

so just doing more ..not rudimentary. But it’s like, the limitations are kind of nice….” 

 

But also enjoys the juggle? 
“I just find it’s better to like, fit it around everything else? So it’s like, umm.. I think if I had all 

the time in the world I would probably get really lazy with it, I’d feel like, oh well I won’t go 

in today, or I’d feel like oh I’ve been making this stuff all day, I could you know, think I don’t 

really wanna do this. Where it feels more like special, if I’m like, oh I’ve got time in the 

studio great, I can fit it in, alongside everything else, which, everything else is working in the 

creative industries, like, It still is really valuable, I don’t have to be making pots all day, cause 

a) I’d have loads of stuff and.. I’d have to have some kind of platform, or an Etsy to sell, it, 

[laughs] which I don’t want to do, make an account to sell it, or I could just make and if it 

sells it sells. I probably should be better at.. I think I do okay, I’m probably selling myself a bit 

short, but umm.. There is more, I could, I could focus more on my craft business itself, as it 

is, but, it’s for me and I’m quite happy with how it’s going, and yeah just waiting for 

opportunities to go, for residencies, make work, exhibit it, sell it, that’s fine, like probably 

exhibiting work is my preference, rather than stocking shops, which I used to stock shops 

and you used to have to keep track of all your stock and it was just .. You know, people don’t 

pay you. I’d rather sell directly”  

 

All inform each other 
“The recording the demonstration for the art gallery has kind of informed what I’m doing 

now for the students, so I’m recording a lot of demos to kind of cut down on how kind of 

contact time, so they kind of use stuff on the student portal and then come in to the space. 

So yeah, it all feeds in to each other, and these ways of working and tools..” 

 

Varied work day 
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“yesterday I had someone in the studio, I had to go to my flat, to let someone in, then I was 

in the studio from 11 to half 6, which wasn’t bad, and then.. Came home and.. Just chilled 

out. And then.. I remembered, by the time I sat down, I thought I really wanna do my admin, 

so I sat down and thought oh no I’ve got to do that! And then today.. Yeah, I slept in, had 

to.. I started doing some work my admin what I had to do, then I had to go to the studio, so.. 

It just, time just runs away from me sometimes. Like, today I’ve got yeah, zooms from half 1 

to half 4” 

 

Using identities to satisfy different needs 
“I think a lot of funding opportunities go to residency opportunities for me. I think recently 

that’s been where I make the most work, cause I think when I’m at home [laughs] when I’m 

at my base, yeah I work at Gray’s as a technician, I teach night classes, I make work for other 

people, and I make my own stuff, so it becomes one of four things, so in a way residency is a 

really good opportunity for me to focus on myself, and in a month away I can do so much, or 

even just two weeks in Iceland in just in isolation I just made so much work and so I think 

that would become a model I would follow when it comes to making new work.” 

 

Easy to forget what you have achieved 
“having it out for the open studios event and just seeing I had so much work, and it was a bit 

daunting all the stuff, and I was like ‘wow!’ I had forgotten I had made all those things, and 

it was really great that I had done it and made the work in January, the start of the year, and 

I’d made a lot of stuff, production is something I quite like doing, I’ve been making yeah, I 

make a lot of work, so it’s been quite nice to just flip that a little bit and just make less, 

slower production, I think that’s probably what I’d want going forward” 

 

Reflecting on activitiy 
“it’s always good to just put down on paper what my experience has been, yeah, it was just 

about my practice, and just trying to write down everything, and it has been really useful 

actually, just everything over the period, and that information I gave to researchers, and I’m 

articulating to you in some ways, so it’s nice to have that like, in your head cos you forget 

that you do all these things, and just like, remembering what you did, and how you 

managed to cope with that, and giving that on to people. … And just advice on coping, 

makes you think, oh well do I actually do these things?” 

 

Don’t take on too much 
“so now, the juggling is happening, and I was like … ahhh that was quite nice when I didn’t 

have to do those things, maybe I should like not do all these things and just be aware, cos 

it’s like getting stressed and taking too much on isn’t good for your wellbeing, so I’m doing 

these classes right, I’m trying not to let them run away” 

 

3. Identity Development 

Again, this is kind of low too. They gain clarity and autonomy from space, although they 

draw from own activities, mentors, feedback nd shared stories to inform their ID 

development. They keep a clear divide between their economic self (teaching, fabrication) 

and their creative self (making), and feels uncomfortable when they have to combine the 

two – they emphasise that they do not create work for any kind of market, but make it and 

if it sells it’s a bonus. And yet, they know that moving to a less comfortable space is valuable 
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and they see it is a good challenge, and do actively seek out professional development opps, 

despite saying they are really happy with where they are right now and how their business is 

– they just seem to want to explore freely and not be too worried about the basics of their 

lives BUT they do say that uncertainty helps motivate and drive them to an extent.  

 

“I kind of just like.. apply for anything, so I can be quite blanket applications. There are some 

stand out ones that you can.. Yeah, ones that talk about.. Supporting craft specifically, 

would definitely be one, or opportunities to like.. like professional development 

opportunities for me, I guess cause I’m quite comfortable writing about things I would want 

to do to develop my practice, like, it could be like equipment, or tools, or processes or 

residencies, so anything that like can foster, a sense of developing work is something I 

would be especially interested in. I guess things like… Opportunity to write an article or 

make a video became more interesting because well that’s something I can do, and am keen 

to do, so working more… Opportunities that were more digital are definitely new, and I’ve 

just tried to be proactive, I moved to a less comfortable point but I think it’s good to do” 

 

Use of stories to sell self 
“I think that’s something that most people kind of gravitate towards, how your story as a 

maker is one of the main things about you, so how you kind of sell that, we had to think 

about that. But it was useful, we talked about how to use social media and things like that, 

which I’m really bad at [laughs] but yeah, it was really good, we did pitches, and videos, and 

how to like sell…[shakes head] sell ourselves” 

 

Reflecting is useful 
“Checking opportunities, it’s so ingrained in me, but it’s nice to… to be able to write it down 

and think, oh yeah I do do these things, it feels nice, it feels nice to be asked.” 

 

Happy with where they are 
“I could focus more on my craft business itself, as it is, but, it’s for me and I’m quite happy 

with how it’s going, and yeah just waiting for opportunities to go, for residencies, make 

work, exhibit it, sell it, that’s fine” 

 

Changes in practice 
“In January I was working in isolation in winter in this old farm building it was really great, 

but I was making a lot slower, the work was kind of chunky and less refined. With casting it’s 

more refined and you kind of churn it out, but I was taking more time with these pieces, and 

I was kind of referencing the landscape, I think the last few months that’s the work I’ve been 

making, just making small amounts of things.” 

 

Value of mentorship 
“I got a VACMA award in Glasgow, which included like a mentoring opportunity, so I got 

funding and a mentor from Katie West, who was a tutor at the fine art school, and that was 

around the time I was developing that work to go to Canada, so it was really great to have 

the money to make work, and support in terms of like, how that work is developed, I don’t 

think I would have made the work, I wouldn’t have thought to be looking at ..I wanted to 

make work about aqua culture in Scotland, but it was quite broad and she was suggesting 
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that I should be maybe looking more at like closer to home, and that has been really 

informative to me.” 

 

Challenegd by different domains 
“I found aspects of the course challenging as it was being delivered as a partnership 

between the Business School and Grays School of Art so there were many tools, terms and 

ways of working that were unfamiliar/challenging to creatives. I generally find selling 

myself/my work uncomfortable in a monetary sense but find aspects of storytelling more 

natural/honest.” 

 

Using other people’s stories to learn 
I read them all, other people’s profiles, just to get a sense of what they were saying. It was 

really informative, and I definitely have been reading, I get emails from Applied Arts 

Scotland with the kind of maker profiles and yeah, I’ve been reading them, it’s nice to feel 

connected and you can take away, there’s definitely stuff I take away from them like, oh 

yeah, I’ll do that or I’l try that and.. Yeah, it’s been nice to have that cross over of platforms. 

 

Talking to others helps learning 
“teaching is a really good way of cementing what I do, so I can just ..if you repeat what 

you’re saying, or you know if like I find that just saying things cements it in my head, and it 

was actually really funny when I first got back to teaching someone to throw for instance, 

and I was on the wheel, doing it and it was fine cos I remembered exactly what I was doing 

but when I was saying it, it was kind of jumbled up, and it was actually quite good to kind of 

challenge myself, because I thought oh well, that’s what I used to say, but actually now, I 

would maybe phrase that differently like having time to think about that” 

 

Stories as connection 
“Recently i have come to realise that my story embodies my practice and invokes an 

experience for my audience. Through my skill as a storyteller I hope to continue to connect 

with others through my practice with newfound understanding.” 

 

4. Position of privilege – does this link to responsibility for community? 

Asa operates with relative priviledge – they acknowledge that they have had a really 

positive pandemic experience, probably beucase they are sooo attuned to searching for 

opportunities, they knew all the paes they needed to go to in order to get support. They 

have no desire to have ar egular job, and are uite happy to retract in on themselves when 

they are focussing on producing work. Again, they don’t make work for a market, but for 

their own pleasure. They feel more connected to the sector than ever, and have made the 

most use of the opportunities available.  

5. Maintaining momentum 

Something redolent in Asa’s interview was their ability to maintain momentum, and their 

approach to sustaining themselves in the creation of a pipeline of work. They did this 

through a huge amount of admin and labour – they checked opportunity pages daily and 

would compile ‘to do ‘ lists that created their workload. This is a huge amount of labour with 

little to no certainty around returns (ie. unknowable returns of the NY NOW study?). 

however, they talk about being motivated by the uncertainty they experience, and infact if 

they had full security of a 9 to 5 job they maybe would feel less motivated and become lazy 
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– they like the challenge of having to sustain themselves. They have been working this way 

for 10 years, and I wonder how much they would feel that way in another 10 or 15 years, 

but then perhaps they would have to work less hard to do that if they are able to establish 

themselves fruitfully within the sector. They believe that the more they work and take up 

any opportunity that arrives, the more visible they are, and the easier it is for them to 

access further opportunity. This sustained them brilliantly throughout covid, finding that 

their approach was the perfect way to navigate the huge amount of information that came 

during the pandemic – they knew all the places to go to find support, and were able to 

adapt well.  

 

“it’s weird because I got this job, it was the first salaried job I had, I’ve been there, it’s my 

fourth year, and like it was just weird to get paid for being sick, or going on holiday, [laughs] 

because when you’re self-employed you just work all the time, and it keeps you hungry […] I 

can be up to midnight or 4 in the morning doing commissions, or not go to sleep. And I kind 

of want to retain that, like I would hate to get to the point where I get really comfortable 

and I have like a 5 day a week job say and I just like I’m just tired and I don’t want to look at 

anything online, and it does. The days I work I do much less in terms of keeping up with my 

practice and admin and everything else, I’ve just been quite happy. I’ve done a days work 

and I’m paid [laughs], like I can take it easy and don’t have to strive, but when you’re self 

employed I think, like, for me, I would just put pressure on myself” 

 

“since graduation I’ve always been on Creative Scotland checking up on opportunities, I 

think over this time I have had more time to be organised, at points I felt so on top of 

everything, like my to do list was way shorter, and I was getting loads of stuff done, and I 

think now, I’m back at work, I’m in the studio, and it feels like I can see things are kind of 

slipping a little bit, which is fine because you can’t do it all, but um soo… I think.. The.. Just 

being pro-active is quite a good skill for me, and just wanting to seek things out and apply 

for everthing I can” 

 

Examples of making self visible 
“You talked about your role in setting up the Dundee Ceramics Workshop - what prompted 

that? Did you get any help to do it? Initially I applied for an opportunity (seen on creative 

Scotland) to be a technician at DCW which involved physically setting up the studio space 

and procedures alongside an studio assistant. I was employed by Tin Roof  but also part of 

the committee for a short while and am glad to have a new involvement with DCW as a 

tutor. You also spoke of your work fabricating pieces for other makers or designers - where 

does that work come from? How do you find it? This work largely comes from my 

involvement in Make Works which clients often find through google searches for ‘slip 

casting’ https://make.works/blog/kevin-andrew-morris” 

 

6. Managing opportunity 

The above actually probably links most to the idea of having to manage all these 

opportunities, and what that means for the development of a practitioner. Assa takes a 

blanket approach to applying for opps, which means there is less control over what they 

potentially end up doing, but also gives them much more chance of success statistically, 

probably? They have to balance this use of their time, affirming the notion that most of 

their time is admin, and this was absolutely true during the pandemic, but that experience 
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paiud off for them in getting support they needed. However, this chaotic approach to 

accessing work makes it harder for them to learn from the event – to reflect and 

underatadnw aht it is they are learning, and what that means for how they are developing. 

So how an space for this be built in to opportunity beyond just the useless feedback form? 

Thus applies to the multiplicity of working that they may experience – asa speaks to the way 

their different activities influence each other, and allow you to make decisions for your 

future, and how you choose to develop and wok – ie. deciding to slow down practice – but 

you only get the chance to understand that through reflective practice. This does have big 

implications for practitioenrs ong termvision for their business practice, and this is evident 

in Asa who talks about not having a long term plan, but instead tries to have some kind of 

plan for the year ahead.  

 

Lots of admin 
“I was becoming acutely aware of how much time I was on the computer […] but I think 

that’s the same for any craft, like so much of it is admin, and applying for stuff, and actually 

making things can be the smallest part of it, or the smaller, so I’m aware of that and just 

trying to combat that a little bit” 

 

Juggling workload 
“I send emails to myself and I have long lists and I have dates. Like I’ll have a to do list for 

that month and I’ll have everything on it. It’s all on paper, I could probably do that on excel 

and it would be much better .. I’m not that in to technology, I quite like making things and 

writing and stuff, but I mean, I can.. I’m becoming more proficient with these things, like last 

night I just forgot .. It only works if I look at my to do list.. I forgot I had this application for a 

grant, I want to apply for, so I got that application in. The deadline was midnight and I got 

that in at like 11 oclock, so I got it done.. That’s fairly standard.” 

 

Extra small themes are: 

1. International working 

They have a big focus on international travel, tho without any real strategy – it’s more about 

them getting unique experience, and being able to respond to different environments – ie. 

applying their Scottish creative practice to other landscape -  

 

2. No such thing as wasted application 

This links to managing opportunity, and probably also id development? So, the practice they get from 

fialed applications is still useful, and they actively ask for feedback to help them reflect and adapt.  

 

“I ask for feedback at every opportunity I suppose, like if I have an unsuccessful thing, and I 

try to take that on board myself, and try to learn..Yeah, definitely learn through what they 

give me back, and I think.. Yeah, probably a large part of that is learning how to articulate 

myself and have better documents and things. And just maybe, spending more time on 

applications, I can be quite bad at doing things last minute and rushing stuff, so like learning 

to have more of a lead time to do something and come back to it maybe makes for better 

work. But that’s something I’ve learned, and I think I still fall short of that. I think things tend 

to clash or run in to things a lot of the time” 

 

3. No economic driver 
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Where does this fit? Maybe nowhere, except for being a good example of unconventional 

entrepreneurship – really they do not care about the market – they create for themselves 

and if someone wants to buy it that is a bonus – they are using it as an ootion for exploring 

their own practice. This fits with their decision to slow down – why churn out things if you 

aren’t interested in the market? Who is it for if it’s just for yourself? It’s a bit of a dichotomy 

there. It connects with multiple identities in that the economic identitit and the creative one 

are sometimes separated. 

 

“it’s good to have time, make work, and the work I make isn’t normally ..it’s never…like I just 

make it for myself, and if it sells that’s great, it’s never like my focus, and it takes a lot of 

pressure off to just.. I make my money through teaching, through making work for other 

people through funding, and if I sell work it’s a bonus it clears space in the studio more than 

anything, [laughs]” 

 

“I’m just aware of that, that’s the same feeling about my work, I make cause I want to make 

it not cause I feel pressure that I have to make it to play the bills, umm.. and yeah, I don’t 

want to kill myself doing it, and so if I just spend more time developing things that’s quite a 

good rest of the year plan.” 

 

Brin 

 

So the 6 themes from this interview read like this: 

1. Leveraging collaboration 

So Brin’s contribution to this pre-existing theme is significant. For them, collaboration is 

clearly valued for its contribution that it makes to personal understanding. They use 

collaboration to position themselves in the landscape, and build out their networks. 

Specifically, they have used it to understand how to communicate their own work and 

activity. They really value organisations and their legitimising force, and have clearly honed 

their ability to weigh up the insight that they get from these legitimising bodies in order to 

find the best fit for them. An element of this is highly intuitive. The relationships they build 

through collaboration are heavily valued, and they relish not just reeiving adive but gicing it. 

They are aware that they have less and less opportunity to receive this advice, and are 

concerned about a lack of advice and mentorship for older or more established makers. 

Everything seems to be for younger or emerging makers. They talk a lot about their 

relationship with their networks, and how this has waxed and wned over the year – 

especially as a young mum and as a mother during lockdown. They talk about their world 

being smaller, and that includes a loss of in-person events or activities that they would have 

used to connect and get work. They speak about putting in time to be trusted, and this 

resonates deeply – how to build trust in the network, and indicates how important trust is in 

being able to access opportunity – ie. ‘trusted’ section on the matrix? They speak about how 

opportunity for them needs to be led by their own needs, rather than the desires of an 

organisation, and I find that tension very intresting. In particular, they see an orgs needs to 

deliver on return on investment as a major limit upon opportunity and sector development.  

 

2. Multiple identities 

Brin’s got a close relationship with her complex identity, and clearly speaks to it regularly. 

She emphasises how her identity sits across multiple domains, and thus makes for a more 
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complicated working environment, however, she also talk about how this is a way more 

typical thing today, and perhaps ten years ago would have been considered to be unusual. 

She talks about feeling hybrid organisations were really unique and unusual at one stage, 

but how this has become the norm in many ways. She curatoes these elements of her 

working life in order to create the most appealing version of herself, that will continue to 

draw in new opportunity and investment – her entrepreneurial story in this sense!  

 

“I’ve gone through different identities in terms of, how do I define what I do” 

 

“So I kind of say, like many people do now, certainly now anyway, crossing over sectors and 

disciplines, so I say artist and designer but I have an interest in where art, design and craft 

intersect” 

 

“a lot of my work, I guess the easiest way to describe it would be that it revolves around 

painting and drawing in various forms, em, and I also do a lot of em, I guess social art 

projects, and public art projects, em, lots of facilitation and teaching as my sort of bread and 

butter, em, and I guess little areas of speciality might be mural painting, and textile design I 

would say, em, but yeah, would say art and design with a cross over in to craft.” 

 

“I think the pressure to make money can impact on how you identify.. or perhaps give you a 

'dual' identity. I definitely did more of this when I was starting out as I did more graphic 

design type jobs alongside the more fine art/craft stuff and the design jobs gave me more 

money at the time. Now things are better, have merged more, although I think it can be 

confusing to show all of what you do in one space, ie. Instagram, for potential clients, they 

need clarity I think” 

 

“And I’m not quite designer enough for the design community but not quite fine art enough 

for the fine art, so it feels like you’re sit.. and I’m sure other people feel like that.. sitting on 

the edge of a few different … I would say fine art, design, and craft, I’m sitting on the edge 

of those three things ..” 

 

3. Identity Development 

Accessing opportunity helps with the development of identities, although being able to 

ensure autonomous space also enables id development. Thus, a tension exists around how 

collaboration can be used as a process of development when there is not sufficient 

autonomy for the collaborator. This comes from the trust that is placed ina. Person to 

deliver, and if you’re not in this zone of ‘trust’ perhaps you have less opportunity to 

develop. Thus, organisational trust and investment is vital to the development of a maker?? 

Demonstrates id play as a way of trying out new options, and clearly informs future 

possibilities – ie, working in FE after working in that domain for short period – provides intro 

to the landscape. Distrustful of traditional forms of business advice, and instead spends time 

reflecting to ensure if advie received is the advice for them. They relie heavily on their peers 

for this and others in the sector who they are happy to emulate. They highlight the need for 

critical thinking when managing advice, and the need for this to be emphasised (see theme 

5).  
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“i t took me some while to come to terms with ‘am I an artist, am I not?’ cos I spent a lot of 

time being completely, I didn’t even go to an art gallery, I think I fell out with it a little bit.” 

 

“because I wasn’t under pressure from an institution or at that point to make money, I felt 

like I could say, well, ‘how do I describe myself?’ and ‘what work do I want to make?’ and it 

can be on my own terms, and I think that was quite freeing in terms of identification and, or 

identity let’s say, and part of that process was a lot of experimenting, seeking out advice 

from various bodies, like Creative Scotland, like Cultural Enterprise Office at the time,” 

 

“I took part in a lot of em, networking events, a lot of meeting people, a lot of gallery 

openings, things that we’re not going to right now [laughs] a lot of face to face stuff that 

was helpful in becoming part of a community but also in forming an identity and 

understanding how other people were describing themselves” 

 

“I think that was a lot in the changing, you know I’d think ‘oh that person’s a surface 

designer, and so maybe that’s what I am’ and it took a long time to grapple with what the 

right terminology was” 

 

“looking at the Craft Scotland website, which now is different, at the time if you didn’t fit in 

to one of those categories you couldn’t become a member. I think now I would be able to 

become a member, but I was a bit like ‘oh, I’m not that because I do work on paper, but I 

also do work on walls, and I also do work on ceramics, but I’m not necessary a ceramic 

specialist’ . I don’t necessarily see myself as an artisan and I guess I put artisan and craft 

together, and I think that little bit of identity has been hard to .. understand I suppose.” 

 

“I think the pressure to make money can impact on how you identify..or perhaps give you a 

'dual' identity. I defintely did more of this when I was starting out as I did more graphic 

design type jobs alongside the more fine art/craft stuff and the design jobs gave me more 

money at the time. Now things are better, have merged more, although I think it can be 

confusing to show ALL of what you do in one space (e.g Instagram) for potential clients, they 

need clarity I think” 

 

“one ambition I had was to work more nationally, and if anything internationally, and part of 

my planning to go to Finland was part of that, you know, I had really been very local, and I 

loved that, but I think to move forward, and to grow you know as most people want to do, I 

need to be looking a bit further a field” 

 

4. Responsibility for the community 

Brin takes on major responsibility or atleast awareness of others in the setor, and how her own need for 

support impacts upon others. They question How likely it is that another person is going to need help or 

get help that they are applying for, and they question How the sector can prioritise help – particularly 

when much mentoring or advice seems to be provided for younger practitioenrs but not older ones. They 

talk of Imposter syndrome when mentoring others, as they received little mentorship themselves, and 

instead tthey see these opportunities ass more peer to peer exchange, rather than didactic. They 

emphasize the need for Learning from each other. They are concerned about the loss of process and the 

outcomes of these kinds of activities, which are mostly internalized by the particiants. Instead, they want 

more sharing of thee stories publicly, rather than keeping it. They needs support as well as wanting to 

give it, but the network they belong to provides. Foundation for the creation of an identitity – therefore, it 

is essential to contribute to the sector in order to rea the most from your own activities. they want this 
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more from other makers than orgs, who they see as hard to relate to. The fkexibility that has been needed 

by so many people is now more available thanks to covid 

 

5. Managing messages/advice/opportunity 

Apparent need to understand how best to select an opportunity, and ensure it is well 

matched to the individual – how can these values and outomes be clearly communicated? 

Brin uses very intuitive thinking and reflection to manage the landscape of advice, and takes 

it from many places. Ut how do others manage this? The work brin does needs to be loved 

and atisfying, and they take that as their guide, but can others always do that? Ne ways of 

orking aren’t necessarily that accessible, and so need to be encouraged somehow without 

restricting a practitioner. Much of this management is reliant on relationshops with others, 

and so collaborative activities come in to play again in helping inform decision making and 

navigating complex landscape. Now find themelsseves thinking muchabout the future and 

how they will move forward.  

 

6. mutual benefit/aid 

Is this linked to responsibility for the community? Needs support as well as wanting to give it – but 

also  Questioning if they are qualified to advise others?? Sometimes feel they have Reached limit for help, 

and so have to provide the help themselves. By Sharing of stories and struggle and ideaas helps each 

other figure out own ideas – ie, Instagram, organizational stories, etc. These Stories offer solidarity as well 

as space for reflection – it benefits everyone.  

Wants mentoring from other makers, rather than from organisations 

Value of other peoples stories 

Unable to find identity outside of network 

Too old for developmental opportunity 

Trying to understand needs compared to other people in the sector 

Turning activities in to a service to help others 

 

Cato 

1. Leveraging collaboration 

Cato states organisational support is fundamental, alongside the relationships built with 

others in the sector. They used these relationshisp as a way to embed themselves withint he 

norms of the sector, having not had the university training in the arts, but rather coming to 

the sector later in life after a successful academic career in the sciences. This underlines the 

value of these relationships and olalborations as a way of knowing and way finding in a 

sector that might otherwise apperar hard to navigate – thus, these relationships provide 

pathways for navigation 

 

2. Multiple identities 

Cato is less about intentional building of mutltiple identities, but more about using them in a 

way to leverage others – there seems clear intent to refine the identity in the future – to 

create greater focus moving forward? Their role as maker and in an organisation and in an 

institution has given them a strong understanding of the sector in a really small timeline – 

there’s been real flex to embed themselves. Multiple identities has helped them do that – 

aloingside collaboration.  They have a very varied practice, and is explorative in the ways 

they use craft and their business – they also speak about how they manage many different 

projects and timeslines, and how these are always in flux – this really echoes what Asa said.  

 

3. Identity Development 
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Central to their id development seems to be their navigation of the sector, and their 

reflection on their practical action – they are highly involved and adapative – ie. selling 

looms during lockdown – and have taken the changes during lockdown as a way to 

accelerate their own lob term plans. They do have a clear plan for how they can establish 

themselves in the sector and are following it – very different to Asa’s approach. Despite this 

they still see a lot of what they do as serendipitous, perhaos showing that whatever results 

from your activity in the secotr just has to be riden as best as possible, with new ideas 

constantly being made through collaboration. They have worked hard to cement their role 

in the sector, and their development seems to have been highly dependent upon others in 

the sector.  

 

4. Challenging sector standard 

Much questioning of the sector standard, in particular the typical way businesses work ie. 

retail and selling of objects – they also suggest there is a lot of sector activity which goes on 

behind the scenes and is never seen. They don’t place a value judgement on this, but alludes 

to the fact that it may result in an org being judged (possibly unfairly) if they are seen as not 

acting.  

5. Mutual aid 

In contrast to Brin, Cato has stronger connection now after covid, and feels like it is vital in 

helping create supportive environment. They speak of the value of mutual aid, and the role 

strong relationships play in helping establishes the sector and make it a valuable space for 

learning and growing and action. This is demonstrated by the responsibility Cato takes for 

the sector, and its potential to connect across and through  
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Appendix D  – Study 3 – Chapter 7  

 

D1. NY NOW 2019 Exhibition Map 
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D2. Event Observation Diary – Sample 

January 2019 - Internationalisation workshop  
  

As part of the NY NOW training, craft Scotland hosted a one day training event in Edinburgh 

with norma foster, an expert in internationalisation. Hosted at the poetry library, I travelled 

up on the morning and met with norma and jo from craft Scotland. Had pleasant initial chat, 

then went to wait down stairs for other makers to arrive.  

  

Slowly makers arrived, some I had already met at craft Scotland conference, or knew from a 

previous job – this made intros a little easier. Everyone too kinterest in my work, and 

seemed happy for me to be there, and to be trvelling to nyc with them.  

  

Apparent that several older makers knew each other very well, and had attended nynow or 

similar events many times previously.  

  

Makers from across the uk made for interesting dynamic, there was some discussion 

amongst scot makers about their experiences and why they went for it etc.  

  

The session started, with norma having already done some brief consultation beforehand 

asking attendees to send her some information on themselves and links to their websites 

and linkedin pages.  

  

First, norma discussed 5 principles for international communication. These were:  

1. Need to prove to buyers you’re capable, and need to show that you care about 

buyers – this engenders trust and respect.  

2. Need for effective comms – statement that it takes 1.7 seconds for a first impression 

to be made – essential to use that 1.7 seconds to best effect! Elevator pitch?  

3. Good google search – ‘I was interest… until I googled you’ – make sure you bring up a 

good google search!  

4. Branding – need to self promote – what’s your story?  

5. Everything you surround yourself with must tell the story of your brand – what have 

you got? How does it do this?  

  

There was then. Session on setting SMART goals for NY NOW – The group were asked to 

think about what the overall purpose of the attendance was, and how this could 

be turnee dinto SMART goals. Everyone was asked to share with the group – the only person 

to share was Kirsty Thomas, who said a major goal of hers was to make connections with us 

press and bloggers. It was wueried if she would be able to achieve this though ny now (a 

buying space?) – they had created 25 press packs for ny now press office. There was also a 

suggestion of craft Scotland doing a press release that could be circulated before heading 

out to ny now.  

This section was disappointing, with most of the mkaers reticent to share. A little more 

discussion and ice breaking here probably could have allowed for better exchange. 

However, goals ultimately stem from a persons shortcomings, and therefore the topic could 

probably make the individual quite vulnerable if they spoke too openly about it?   
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Next was discussion about the makers websites, and the first impressions that they give. 

They were givena checklist that covers things like an international communitions strategy 

(have you got an international phone number?), content, seo and socials, market approach, 

made cultural adaptations (language used on marketing etc), and plans to manage 

enquiries?  

Was an opportunity for mkaers to exchange technical advice and experience – what has 

someone done? Also a chance for makers to consider ideas they might not have thought of 

before. Some elements seem not that useful – would an international phone 

number erally help? I’d think probably not? However, certaintly things like an online 

ordering process probably very helpful, and possibly a new area for many people.   

  

Section on customer profiling – this was an interesting use of personas – a kind of design 

technique – to consider main customer groups – in a way this may not be as helpful, as it 

relates more to final consumers, rather than the buyers who are maing the decisions, but 

useful kind of way of thinking about it. Anyway. Many attendees seem interested in tapping 

in to the quirky home wares market, or the museum/gallery market of the usa.  

  

Lunch time – really surprised that craft scotland didn’t provide lunch for the event??  

  

Design your international web strategy – more information on websites. I got the 

impression that this kind of information is oerhaps a bit too late, and greater impact/help 

could be tailored to more practical needs? However, argument that what is being shared 

provides a basis for building later contacts with buyers – makers perhaps would rather hear 

strategies for contact/follow up for those they meet at the show.  

  

A lot of questions directed to the facilitator were more about website functionality that 

perhaps were more individul based than general information that could be used 

to inspre personal decisions.   

  

Complexity seems to arise when these issues are discussed. Ultimately what the maker does 

must be personal decision, but uncertainty draws them to ask questions that can’t be 

answered by the facilitator.   

  

Content audit – this is skipped over as the session is dragging on and attendees don’t seem 

bothered about what is being discussed here.   

  

Develop you lnenin profile – most people o not have linkedin profiles. If they do they are not 

well kept up. This causes alarming amont of consternation in group – many people feel 

adamant that a lnkedin profile will not help them in any way do what they want to do – 

more value placed in Instagram for example, as a visual medium, to communicate the 

products. This shows how makers value the object, rather themselves as creators of the 

object, or their activities – the work itself should be able to sell itself – is this problematic? I 

don’t know, if you work with someone you want to product to be great, but then I’ve had a 

lot of relationships ruined by the fact the person is just a nightmare to work with – even if 

the work is great, it’s not worth the effort. Maybe linkedin demonstrates that you’re 

capable and can be worked with – this feed in to the trust/respect matrix 

that norma started with? Either ay, it’s a touchy subject for the group.   



 

 545 

  

Communication planner – demonstrated and skipped  

  

Ation plan – encouraged to use this before the show.  

  

I introd myself, the research, and gave everyone a research information pack and told them 

I would be there at ny now – everyone seems ed on board to contribute.   

  

So, this training event is like 3 weeks before people go to NYC. It is way too late in the day to 

be offering this training. Infact, most people here found out they had gotten the place at the 

start of November, whilst neck deep in chrsitasm activities. this is the first time most people 

have had to think about the event – of course craft scotlan cant help that the enet is 

in febriary, but maybe a longer lead in time would be more helpful? To place this on makers 

now right after Christmas seems to hae made some of the makers feel really stressed out. 

I’m aware that my presence cant be helping. So now they have 3 weeks to get all 

their orks together, prepped, address any issues they can, and set off on their journey! 

Whilst also managing their day to day activities – this is a very hasty turn around. Mostly, all 

people want information on is visas and customers, paying tax on their products, how to 

declare themselves and their products when they are leaving the uk/entering the us, and 

what they will be able to manage when they get there – ie, what can they do in the space 

they have to exhibit? What is the space lay out? What can and cant they put up on the 

walls? How do they light things?  Questions are very practical, and very logistical – their use 

of international language or linkedin isn’t really top priority right now.  
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D3. Interview Transcript - Sample 

 

Alex - March 2019  
  

Why did you apply for the event?  

  

Well, ok..I just thought it would be, well, I hoped it would be a good way to attend a market 

a bit further away, erm, with some financial support and as part of a group, that would 

make it easier. Obviously, I was very keen to see how my work would go down, in the states, 

and so yeah..  

  

And did you have any goals for the event that you set for yourself?  

  

Er, I mean, not really, because it’s so hard, I haven’t done many trade shows, so I didn’t 

really know how to set the goals. Like, I mean if I’m doing a show, I always hope it cover my 

cost with wholesale, or retail orders, erm.. and I wanted to meet some of the buyers from 

the higher profile stockists, I mean obviously I hoped for an order from a high profile 

stockist as well, but..  

  

So it was the first time you had done an international trade show like that  

  

Yeah, yeah it was.   

  

So what did you have to do to prepare for the evebt?  

  

Oh right,  well, I updated my website a bit, and you know just tried to make it look a bit 

more professional. I made a catalogue, which I had been meaning to do for ages, so it kind 

of prompted me to do that which was great. Had to think a lot about pricing, erm.. for you 

know, a new market, and i.. I contacted ome of the buyers through the NY NOW console, 

and yeah, I don’t think anything came of it. And I tried to connect to some people 

on linkedin, I tried to do linkedin in advance  

  

Did you already have a linkedin?  

  

No, well I had one from my previous job, but I had just deleted that one and started a new 

one, because I thought it was a bit confusing, as I had loads of contacts that weren’t 

relevant. Then what did I do? Just spend loads of time thinking about logistics. Erm, all the 

customers stuff, how I was going to display my stand, ordering vinyl signage that sort of 

thing. Making the display, bits and pieces.   

  

Was there anything in that ws particularly challenging for you?  

  

Erm, I think…Probably the hardest thing was the pricing, erm, because… I think, well [laughs] 

it became more complicated, well, you saw the discussions on the whats app group, people 

saying different things, and I, you know, in a way I think that made it more complicated than 

it needed to be, so I didn’t have… there was no issue, people just asked what was the 

wholesale price and I gave it to them, and we talked about extras, so in hindsightit didn’t 
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need to be that complicated, but I think that was the thing I was most concerned about, was 

getting it right. And the other thing I was worried about was logistics, of 

getting erm.. you know, I it going to be easy to go down to ikea and buy things that I 

needed. It turned out to be very easy, but you know, just kind of.. I did think about that a lot 

and what was going to be the easiest way to do that.   

  

How about the internationalisation workshop, did you take much away from that?  

  

Umm, well.. it was very very useful to meet everyone, and I think that was really important. 

And then it did make it easier for us to have the whats app group, and there was a lot of 

useful information that came out of chatting in that group. In terms of the content of 

it, err.. [laughs] I don’t, I mean…. Im just trying to think back. I think it could have been more 

tailored towards erm, us as a group, or like small independent makers, as opposed to us as 

small businesses. I mean obviously, we’re trying to be small businesses, but we’re coming 

from a very different starting point, as opposed to someone who has just set up a business 

that wasn’t necessarily creative, so for me personally there were some things that they 

were suggesting, that I was like… I mean maybe I should do them? But I never would do 

them, because they just felt too corporate, like..or something that I just would not be able 

to prioritise as the one person in the business who is making things and doing everything. If 

you know what I mean?  

  

What kind of things did you think ‘that just doesn’t seem relevant to me’?  

  

Oh, I’ve got a bad memory...i dunno, it’s hard to say, a lot of the linkedin stuff I thought 

[sigh] I dunno, that the poeplmthat i.. okay so the big stockists, the buyers, are bound to 

have a profile on linkedin, but the smaller boutiques, business owners, I don’t kno how, if 

that is the most useful way of reaching them? And then things like… oh my god, the website 

optimization, things like that are important, but things like buying an American phone 

number so people can phone you, er… I dunno, it doesn’t seem like stuff like that would be 

a big priority. Maybe im naïve. Maybe it would massively increase things,  but all the 

discussions that I have with stockists that I do have and that I have met has all either been 

by Instagram or email, and it’s all been a lot less… formalised?   

  

I guess your work is inherently visual too, so Instagram makes sense in that way  

  

Yeah, but then I look at other people and they have a really established linkedin profile, but 

they’re like… much better, much more business oriented than me, I should learn from them, 

they’re on top of that sort of thing.  

  

Did the event go as you expected…?  

  

Err, well, having never done it before I didn’t really have any expectations. I think, probably 

it was quieter than I thought it would be, and the quality of some of the other exhibitors, 

was not as high as I thought it would be, although there was some amazing stuff as well, 

there was some stuff that really wasn’t but it seemed to sell, so… erm.. ah, in terms of 

orders I was happy at the end of the day, I got 4 orders, I mean they weren’t massive ones, 

but I was pleased. And I have had another one come through since, so I was pleased with 
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that, and… I did make contact with some of the big buyers, who did sho interest in my work, 

so yeah, I was pleased with how it went.   

  

Do you think your feelings towards the event have changed since you got back?  

  

Yeah I thinks so – I think cos it was so quiet at certain points, we all got just a bit like ‘ughh’ 

you know? Where is everyone? But obviously some people weren’t getting any orders, so 

there was a little bit of a kind of slightly down feeling in the group that I felt, but like 

you dsay, having come back and reflecte on the contacts that I made, and the orders that I 

got, um, yes I feel more positive about it now.  

  

So would you do it again?  

  

Erm, I think it is unlikely [laughs] I mean it has cost me a lot of money to do it, erm, and I’m 

not at the stage where I have covered the costs for it, but I think my main concern was that 

it was just… being a part of such a big event… it just wasn’t, I just don’t think it was the right 

kind of venue for me,  or the right kind of buyers, even tho I got some orers, on the whole it 

was the wrong sort of buyers for me, erm.. and so, I don’t think I would go back. I mean, I 

would be more likely to try the ther show that was on at the same time, it was smaller, 

more curated, and it seemed a bit more focussed? I think, context is so important, you know 

at these shows, you’re trying to create a bit of your own context, and I think if craft Scotland 

did it again they could dfinitely do more to create a contextfor the group, erm..you know, an 

identity for it within the show that would help. But, I fell more comfortable being among 

more brands or designers that are closer to what I do.  

  

So, does that link into your idea of quality and how you position yourself in the market 

really  

  

Yeah, I think so. The lady in the stand next to me, she was lovely and she was selling loads of 

work, and she wa very experienced, but her work was, you know…it’s just not the same 

thing, it’s not the same genre, and I think the quality is a bit …I don’t want to be derogatory, 

the quality was good for what it was, but in terms of like, you know, contemporary design it 

wasn’t that, it was something different, it was you kno, mermaid pendants and beads, which 

there is a big market for, but it’s not my market. So, it felt..weird, bing next to her and being 

at the same trade show, it just didn’t feel right.  

  

Did you get much of a chance to look around?  

  

Erm, yeah upstairs I did, but I didn’t go downstairs.  

  

Did you see the accent on design section?  

  

Yeah.. well, kind of! It was hard to.. I couldn’t tell where the design section started and 

finished.  

  

Yeah, it’s so easy to lose your bearings! A few people mentioned that the location could 

have been better  
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Yeah, I think there was…yes, probably, although some of the international craft stuff was 

quite good, but it just felt like that back corner of the hall wasn’t very well organised, 

it wasn’t clearly signposted or labelled as to where it wa, and when you got to the back 

corner it was empty booths and stuff, and that isn’t.. it’s not a good look! [laughs] it’s not 

very professional, and you know, if we had an empty booth opposite us I think I would have 

been pretty annoyed. Yeah, I think  the location could have been better, but also I think craft 

Scotland could have done a lot more in terms of like branding the stand, you know, branding 

the group, and making more of a big  deal out of that and making it more of a cohesive 

stand, and I think that would have been beneficial. Yes, cos it sounds like it’s going to be 

more than just a row of … you know… so… I mean, I was thinking, because they can design 

the layout, but I was thinking you know maybe they just stop the walls in the stands like a 

meter away from the walk way, and have everyone has the same brightly coloured carpet or 

something, so that you can actually stand at the booth and see down, the whole stretch of 

the booth and it would just be a bit more clear that we are all there together. I mean, having 

a big banner, I know they said that it would be expensive for a banner, but having a big 

banner would be really helpful, and just you.. know.. more..the more you look like you have 

made an effort, you know, I think it helps and shows that you’re serious and are taking it 

seriously.   

  

What do you think the difference would be if you had gone alone, compared to as a group 

with craft Scotland?  

  

Hmm, well, much better support, I mean.. I would have felt, been more..nervous. just about 

the logistics, and..yeah, I mean, from a social point of view it was really helpful, I mean I 

didn’t really need any extra help, but knowing if something went wrong or I needed help, 

there were people that. Knew there that I could ask, it was quite kind of comforting, where 

if you’re doing it yourself, you don’t have any back up f that makes sense. But I’m not sure 

that, in terms of the buyers, the buyers awareness, you know, they just, they weren’t aware 

of us being a group or it being a Craft Scotland thing. So I would say for me, on a practical 

level it was helpful, but from an appearances level I dont think it made much difference.  

  

So you didn’t get the sense anyone was there specifically because of the craft Scotland 

name  

  

Not really, I don’t  know if anyone else has a different view about that, maybe because I was 

first in the, I was on the end, I would say to some people we’re here as a group you should 

check us out, and they always seemed really surprised [laughs] to hear that  

  

There was a craft Scotland page in the magazine, and I think one of your necklaces was 

featured on a different page  

  

Oh right?  

  

But im not sure it was credited  

  

Ugh, that’s so unhelpful  
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Maybe I’m misremembering, I’ll check that  

  

What I’ve said there sounds negative, im really glad to have had the opportunity with craft 

Scotland, it was really helpful, I jus tthink that next time they could make more of 

a presense, and that could be even more helpful.  

  

Well, it’s a learning curve not just for makers but for craft Scotland too  

  

Oh yeah, definitely – I mean it’s good to give some feedback, cos..I do, well I don’t know 

how everyone did in the end, in terms of ales, but, it definitely is a valuable ting to do and a 

valuable thing for them to offer   

  

It’s interesting to match the expectations with the reality – you hit the nail on the head with 

you had no expectations, cos you didn’t know  

  

Yeah, I mean when others have talked about doing it, it sounded completely different. And I 

think that is a difficult thing, it’s such a big decision to make financially, to do one of 

these shows,and that’s why it’s great that an organisation like craft Scotland is able to 

lessen the expense, and you know, logistically help and im not, you know, even though I 

don’t think ill go back, im still very glad that I did it, and I did get loads from it, and I did get 

new stockists so. You know… maybe I should go back [laughs]   

  

Would you do it with the same set up would you do it?  

  

No, it’s just… well, it wasn’t amazing, and there’s other shows out there, and I can only 

afford to do one a year, so I think I would probably try different shows, either go to the 

other one in New York or try Paris or something   

  

I think downstairs in NY NOW was amazing, I only got there on the 3rd day, I couldn’t believe 

how different it felt down there  

  

Yeah, was it…did people just get a space and they had made their own stands?  

  

Yeah, they were great, especially the cards and stationery, and I know some people said. I 

want to be there next time  

  

But logistically it’s a lot more to deal with if you have to kit out a whole stand, where 

but..i guess, when I think of when craft Scotland go to LDF, they do build a special stand, and 

that works, or well, it seems to work quite well visually, I don’t know how people who have 

participated in it feel it has gone, but for them already to organise – I mean, if they could go 

downstairs and have a space and put everyone in it in a kore creative way, it would be 

amazing, but… much more expensive im sure..  
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D4. Data Analysis Journal – Sample 

 

Interviewee Career stage Tradeshow 

Experience 

NT NOW 

Experience? 

Interview 

numbers 

(interview 

length)  

Alex Emerging First Tradeshow No 1 (38 mins) 

Bobbie Early career First International 

Tradeshow 

(Exhibited at UK 

events) 

No 1 (27 mins) 

Cael Early career First International 

Tradeshow 

(Exhibited at UK 

events) 

No 2 (48 mins + 33 

mins) 

Dana Established 12 Years 

Tradeshow 

experience 

Yes 2 (23 mins + 42 

mins) 

Eliot Mid-career First International 

Tradeshow 

(Exhibited at UK 

events) 

No 1 (26 mins) 

Fran Mid-career Previous 

international 

tradeshow 

experience 

No 1 (41 mins) 

Gene Mid-career First International 

Tradeshow 

No 1 (39 mins) 

Hann Early career 3 years 

Tradeshow 

Experience 

Yes 1 (23 mins) 

Review of data 
 

1. Alex – 1 interview 

Alex is an early career craft maker, that has taken part in several craft Scotland events, 

including the summer show. This was their first experience of a tradeshow. The interview 

with Alex took place after the event, over the phone, once they had been able to reflect on 

how everything had gone. They saw the event as potentially beneficial thanks to the funding 

support from DIT, and the value of going as part of a group. They also wanted to test the 

market for their work in the US. They went in to the event with no real expectations, other 

than to cover their costs, and potentially meet a new high profile stockist. They put in some 

preparatory work that saw them make adjustments to their website, create a catalogue of 

their collections, and reach out to buyers they thought would be beneficial for their product. 

They were particularly interested in connecting with buyers from design and modern art 

galleries, seeing the audiences for these spaces as a key demographic for them. It would 

also mirror their success in the UK market, which ash hinged on selling through gift shops of 

cultural venues. This gives them significant recognition as a brand within the domain of the 
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creative industries, which they see as a tool for enabling them to push the boundaries of 

their practice, take bolder steps in their collection, and continue to explore their practice 

fully whilst also making a living to support their family. Major concern is the logistics of 

setting up their display, which takes up much of the preparatory time. Thus, much of the 

preparation deals in aesthetic issues. The biggest challenge is thinking about pricing, and 

incorporating all the costs that might be incurred by the event. This was further confused 

for the exhibitor, who references the intense and overwhelming nature of the WhatsApp 

group discussion ahead of the event. They were unsure about the expectations that buyers 

may have about issues like tax, if they want to retail price or the wholesale price, and issues 

like whether to instate minimum orders, or the price for international postage and 

insurance. Ultimately, they were relieved that it was relatively straight forward, and buyers 

wanted the wholesale price. The concern for the exhibitor was ‘getting it right’, and that not 

getting it right might negate any attempts to appear professional or capable – this could 

threaten their ability to best maximise upon the opportunity. Whilst they valued the 

internationalisation workshop as an opportunity to meet the other exhibitors ahead of time, 

they doubted the usefulness of training as a small business, feeling that they required more 

tailored creative advice. Their expectation is that their main consumers will exist within the 

same creative domain as them – not necessarily preferring to operate as a conventional 

business, but instead wanting to connect via Instagram instead of a more business focussed 

platform like linkedin. Having never been part of an event like this, Alex went to the table 

with few expectations, however they seemed disappointed by how quiet the event was, and 

by the quality of the other exhibitors. This made them believe the creative buyers they 

hoped to be there might not have been in attendance. However, they took 5 orders from 

the event, and made connections with some of the big buyers they were keen to meet. The 

quiet of the event made the exhibiting cohort feel very negative, which Alex felt really 

impacted upon their experience at the time. Indeed, this was something I observed at the 

event, where they informally spoke to me about feeling a bit anxious or uncertain about 

their decision to be there. However, after returning home they were able to reflect more, 

and felt like it had been a positive experience overall, even though they didn’t cover the 

costs. However, they knew it wasn’t the right event for them, as the scale and type of 

exhibitors just did not align with their key values. They were however aware of another 

event that they felt was more suitable, they were also disappointed by the lack of presence 

that craft Scotland created, feeling that there could have been more effort put in to making 

a stronger presence, indicating the value placed on a strong identity. They had. Sense that 

the area the group were based on was poorly laid out, or organised, with no cohesive sense 

of what was being exhibited. Indeed, as an international section, there’s not just one 

interpretation of craft, but many from around the globe. Again, alex talks about how this 

made the area feel unprofessional – particularly the number of empty stands. Also, the 

underwhelmingly presense from the group as a collective unit. This comes up again as an 

important element for exhibitors to help them prove that they are serious. So although they 

do not with to be seen as corporate, it is still important to be respected and trusted that 

they are capable. Despite this, they definitely felt support and a boost in confidence from 

being their in the group. However, they had no sense that it lent them any benefit in terms 

of raising awareness. Although they felt that talking about it they had been negative, they 

did see it as a valuable thing to offer to practitioners in Scotland. Much of their expectations 

for the event were built upon others talking about it, but they had a sense that it was a very 

different event to what others had spoken about. They compare the event to \LDF where 
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craft Scotland host a curated selection on one stand, with the sense that something like that 

might have more potential for capturing the attention of the audience. The varied 

experiences they have had with Craft Scotland events has given them an opportunity to 

assess, compare, and identity formats most suitable for them and their approach to 

business. This opportunity was not for them.  

 

2. Bobbie – 1 interview 

 Bobbie is a mid-career craft maker, who has taken part in a number of Craft Scotland 

events. Taking part in NY NOW was part of a deliberate strategy that they had implemented 

in order to grow their business. Having set sales targets for their business over a three year 

period, Bobbie saw tradeshows as the ideal vehicle for achieving their targets. They already 

had a trade website which they used to sell wholesale in the UK, and have built up a regular 

number of buyers in the UK, feeling it was appropriate to now be branching out in to  

international buyers. Alongside ny now, they were also going to be exhibiting in Paris, and 

thought they would also be attending LDF in London. This demanded they make some 

changes to their wholsale set up in order to allow for international access – things like 

adjustments to their wholesale website to allow for US currency, as well as working out 

international costs of postage, customs, etc. Alongside this, they also spent much time 

putting together their collections, creating lookbooks and promotional materials, and 

planning their exhibition space. They did this within the small window of preparatory time 

that ran over the Christmas period, working their usual hours, making sales, running a 

website, attending markets, but also working the extra time in order to prepare. This saw 

them working late nights in order to put everything together. They saw the benefit of 

attending the event as a part of the cohort as being shared contacts and audience, as well as 

the pull of the craft Scotland brand, however felt very disappointed by this. They felt the 

space was not very distinctive, and so they would not be visible in the space. In particular 

they felt the inclusion of uk aritsts from outside Scotland and having the British flag on the 

display stand was confusing, and took away from the craft Scotland branding.  Indeed, 

because of this they felt they would have been much better placed to be a part of the British 

pavilion, which was positioned nearby, and was run by British dept for jewellery and gifts? 

Look that up, but they felt it woud have been less confusing to be a collective rather than 

competitors. A lack of footfall in the event was a major disappointment for Bobbie, who 

believed the show would promise the potential of a greater audience. Inparticular, there 

was a lack of engagement between exhibitors and people visiting, and this is something 

Bobbie relishes about such events – an opportunity to speak to people about the work, 

what they do, and get feedback on the collections. However, the aloof quality of the buyers 

was disheartening. For Bobbie, this connection brings extra value that makes their work 

worthwhile. They only made 1/6th of the financial goal they had set themselves, which was 

massively disappointing for them. In addition to this, they had not met with any of the 

buyers they had hoped to connect with – though they were not certain why this had 

happened, they suspected it may have been either a lack of interest in the product 

generally, or that the buyers they had been appealing to (based on their typical buyer in the 

UK) was simply not the same in the US. However, they accept that a huge amount of what 

goes on in an event such as a tradeshow is up to chance, and there is little that can be 

controlled outside of their own actions. They did, however, believe they might have been 

more successful if they had been positioned in the design section, where they would have 

the competitive advantage of being a small, unique, Scottish brand. Howvee, they did 



 

 554 

receive a lot of interest in a product with many buyers wishing it to be turned in to another 

product. This insight was valuable for Bobbie, who felt like if they attended an event in the 

US again they would adjust their product range. As such, the event became valuable for the 

insight in to the market demands,a llowing them to adjust in the future. Also, they have 

been able to reflect upon the time of year the event takes place, recognising that the 

products they are selling are more likely to be purchased mid year in time for winter. Even 

though the feedback was predominantly for the US, they also felt much info would be 

valuable for their upcoming Paris event. Although the show was unsuccessful, they 

definitely had a sense that simply being visible at the event would be worthwhile, and 

potentially pay off later down the line. There was dismay at the neighbouring event, object 

shoppe, which they had heard many of the designerly makers had moved to after exhibiting 

in previous years. This meant that many of the exhibitors they were sharing the space with 

were vastly different to themselves. Although this could help them stand out, it gave them 

the sense that they were simply in the wrong place, and the people most likely to invest in 

them were not in attendance.   

 

3. Cael – 2 interviews 

1st interview 

Cael was the most successful of the exhibitors. They are a mid career maker, who had 

chosen to partake in the event in an attempt to expand their business in to a new market. 

Although they were considering exhibiting at Maison and Objet in Paris, they were aware 

they had some European stockists already from attending London shows that bring in a lot 

of buyers from mainland Europe. Thus, the NY now event was seen as an opportunity to try 

out new products and reach whole new audiences. The majority of Cael’s sales as wholesale, 

with a small amount being online diect sales. However, from the small amount f direct sales 

they make, a good amount are from the USA. Thus, they saw it as a prime opportunity for 

them to explore and potentially maximise upon this information. This is one of the most 

well thought out rationales for attending this event of any of the exhibitors. They had set up 

their business intentionally to focus on wholesale, pricing items to make a good margin on 

them, and allowing for scalability. They are not interested in the human interaction that 

comes with having to sell to the general public, and would much rather sell wholesale and 

avoid direct sales, so this for them is a major opportunity to secure stockists. They feel like if 

they had a slightly differently made product – something more laboriously made, or higher 

in value – they could justify the direct selling and story that needs to go with it, but as it is 

they feel like they don’t need to have quite the same level of interaction. This was their first 

international show, and so their main concern was ensuring they had properly considered 

their pricing. Thus they added a minimum order limit, that has made them be strict when 

dealing with buyers, ensuring any orders are worth. Their while. They felt reasonably 

prepared as they had previously done top drawer, a wholesale show in London, and so 

much of their promotion material could be used for both events – catalogue, line sheets, 

photography etc. They also had a set up for their booth that they were able to reuse, which 

meant much of the stress of the event had been relieved and they were feeling confident 

about their presence and capability. They felt that there was a lot of help to be found in 

being there as a group, although they didn’t necessarily believe that applied to just the 

Scottish cohort, but to every exhibitor at the event. Indeed, looking at other stands with 

them was a lot of fun, as they engaged with most of the stall holders, spoke them about 

their experiences, and shared information about how they had done, and which of the 
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shows other exhibitors found to be more lucrative. Hwever, they did find the pre-amble 

with the group in the whatapp group a bit stressful, even though they definitely found some 

advice very useful – for example, sharing the position of the customs desk in the airport. 

Mostly, cael delights in sharing success with other people, and this is something tradeshows 

really offer. However, it is massively draining, and it is frustrating for them when other 

people fail to recognise the nuance of the process. In particular, the representation by Craft 

Scotland felt really special, and like CS really had the exhibitors best interests in mind. They 

have a sense of power in numbers, and they are more likely to be taken seriously when 

operating as a collective. However, it is hard for them when the group is so divided in terms 

of success. As one of the most successful in the group, cael found they were limited in 

asking the other exhibitors how their day was going, as they didn’t want them to feel bad or 

awkward about talking about it. They felt there was a turning point on the third day where a 

bad mood descended over the group, limiting their ability to share the stories that are so 

valuable during these events. However, the experiences of the group, even negative, can 

give valuable insight for future exhibitors via craft Scotland, and cael sees value in that. 

However, they realise that it is not just a financial issue – it’s a personal one that can really 

effect confidence. Even though Cael had selected the event strategically, they still had not 

set any goals, deciding instead to see their time at the event as a trial where they could see 

if it was the right fit for them. However, while at the event, after having a successful first 

day, they decided to set goals - they wanted to make £5000 and speak with a buyer from 

moma. Although this moma goal was common from the exhibitors, cale had actually dealt 

with them before, making contact previously and sending them samples. However, when 

they attended the stand another buyer and their team were in the stand, deflecting moma. 

Although it was annoying, they know that much more can come after the event, and they 

speak of a time they had a bad experience of a tradeshow, only to receive a huge order. 

However, the order was so huge they had to take out finance in order to produce the order, 

before paying it off with the order. This was an element I hadn’t thought of,and made me 

think if the other exhibitors would be prepared, if they landed a similar order, to create a 

huge mount of stock, who would give advice o finance it? This info was given to cael by the 

buyers placing the order – why wouldn’t something like this be discussed during the 

training? Cael learnt a lot that they would implement next time, knowing that they definitely 

wanted to return to the event. They were however, really surprised that CS had included so 

many exhibitors that were new to tradeshows, as it was an extremely expensive learning 

curve, referring to their own experience of learning so much from uk trade events as a space 

for development and learning.  

 

2nd interview 

 

Catching up with Cael a month after the event, they were able to share with me their 

experience in hindsight. They were feeling very positive about the event still, and had made 

a lot of decisions about what they would do differently for international events in the 

future. In particular, they had shared a lot of the detail of their experience with others, 

which had been not just valuable for their peers who could learn more about this way of 

working, but was valuable for them in digesting their own experience. They thought they 

benefitted financially, as well as helping move the business forward, but mostly it was a 

major opportunity to learn the practical side of doing such an event. They knew for the 

future, they would not wish to be in the craft area, preferring instead design, or stationary. 
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They also thought they’d put more effort in to the stockists they’d be hoping to meet at the 

evebnt, and take a more targeted approach. The main difference for them was opersting 

within a different marketplace, which means they did not have the same innate 

understanding of the market they were entering in to, or the kind of stockists that would 

have been there. Again, this is the kind of information that wasn’t really brought up or 

shared at the training event, although it is worth noting that Alex mentioned that it seemed 

too late in the day to have these conversations by the time the group attended the training. 

For cael, the issue like not knowing the ABC carpets buying team left them in a situation 

where they were less able to engage with the group when they attended Cael’s stand. They 

also felt like their use of the trip, which was half business, half holiday (they stayed on for an 

extra week after the event finished, and flew over with their partner), meant they weren’t 

able to commit the focus that was required on the event. It also left them feeling stressed 

and over stretched by the end of the event. Cael reflect on the training, which they said they 

got very little from apart from meeting other exhibitors, and getting detail on the stand etc 

from the project manager. They did however undergo training on their own, with Scottish 

enterprise, and had notes on and actions, which they scheduled time specifically to work 

through. They found the training very valuable – more so than the training organised by CS – 

and told others in the cohort that they recommended it. While Cael did want to to return to 

NY NOW, they had made the decision to not go with Craft Scotland again. They had been in 

touch with the UK gift and jewellery group previously, but decided to go with Craft Scotland 

as it was much cheaper (£300 vs. £980) . As a result of this they had a feel that there was 

tension between them and the UK gift contacts, and tension between them and CS as 

competititors at the event – like they were competing over exhibitors. When Cael spoke 

with the other host about coming back to the event in September (a show not hosted by 

Craft Scotland), they were initialy aloof, before almost immediately sending appropriate 

documents to help them apply to do so. However, they also hosted exhibitors in a totally 

different area, with greater cost, but in a more competitive, high end zone. The cost for 

them was going to be around double what they had paid to be in the upstairs zone. So 

although upstairs may be less estalibhed, it’s useful to have an affordable entrance in to the 

event to check its value.  
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Appendix E – Conclusions and Contributions 

E1. Table of Study Findings 

Study 1 - Findings on the role of Craft Scotland in the craft sector 

Themes (Craft Scotland role 
in  

sector) 

Sub-themes (How Craft Scotland influence; build 
connections; what they promote) 

Connecting Across the Sector a. Geographical spacing 

b. Collaboration 

c. Struggle to engage the community 

d. Hidden processes 

Setting Standards of Practice for 

the Sector 

a. Flexible approaches to working 

b. Expectations for practice 

c. Role models 

Challenging Knowledge, 

Understanding, and Practice in 

Craft 

a. Subverting preconceptions of Scottish craft 

b. Encouraging research and exploration 

c. Wanting more from the craft community 

d. Breaking away from the economic 

Study 2 - Findings on the effect of international opportunities upon the development of 
craft practitioners’ entrepreneurial identities 
Themes (Effect of international 
opportunity) 

Sub-themes (Process of identity (re)construction) 

Craft Scotland as Conventional 

Entrepreneur 

a. Trusting Craft Scotland as Broker of Resources 

b. Collective Craft Identities 

The Story of the Opportunity a. Exhibitor Stories 

b. Unknowable Returns 

Shared Experience a. Sharing Success And Failure 

b. Informing Decision-Making 

c. Strategic Presence 

Study 3 - Findings on the ways craft practitioners draw on programmes of support when 
maintaining a unique entrepreneurial craft identity 
Themes (How craft 
practitioners draw on support) 

Sub-themes (Maintaining a unique identity) 

Leveraging Collaboration a. Variety in Collaboration 

b. Grassroots Action 

c. Collaborative Tensions 

Building Multiple Identities a. Communicating Identity 

b. Collaboration as Risk Management 

Process of Identity Development a. Space for New Development 

b. Non-Conformist Pathways 

c. Future Development 

Creating Visibility 

Curating Opportunity and Advice 

Maintaining Momentum 

Challenging the Sector 

Taking Responsibility and Delivering Mutual Aid 
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E2. Colour Key for Themes in Meta Synthesis Map 

 

Study 1 Themes
Connecting Across the Sector
   a. Geographical spacing
   b. Collaboration
   c. Struggle to engage community
   d. Hidden processes
Setting Standards of Practice for the Sector
   a. Flexible approaches to working
   b. Expectations for practice
   c. Role models
Challenging Knowledge, Understanding, and 
Practice in Craft
   a. Subverting preconceptions of Scottish craft
   b. Encouraging research and exploration
   c. Wanting more from the craft community
   d. Breaking away from the economic

Study 2 Themes

Craft Scotland as Conventional Entrepreneur
   a. Trusting Craft Scotland as 
 Broker of Resources
   b. Collective Craft Identities
The Story of the Opportunity
   a. Exhibitor Stories
   b. Unknowable Returns
Shared Experience
   a. Sharing Success And Failure
   b. Informing Decision-Making
   c. Strategic Presence

Study 3 Themes

Leveraging Collaboration
   a. Variety in Collaboration
   b. Grass Roots Action
   c. Collaborative Tensions
Building Multiple Identities
   a. Communicating Identity
   b. Collaboration as Risk Management
Process of Identity Development
   a. Space for New Development
   b. Non-Conformist Pathways
   c. Future Development

Study 3.2 Themes

Creating Visibility
Curating Opportunity and Advice
Maintaining Momentum
Challenging the Sector
Taking Responsibility & 
 Delivering Mutual Aid
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E3. Meta Synthesis Map of Findings – 1 
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E4. Meta Synthesis Map of Findings – 2 
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Appendix F – Epilogue  

 

 F1. Interview Transcript – Irene Kernan  

 

LB. What do you think the differences are in Craft Scotland or entrepreneurship in Craft 

since you came in to the role in 2018. 

 

IK. I suppose with Covid there has been that thing, online, so a lot of makers were able to do 

that quite swiftly and were quite literate in terms of digital activity and communication, and, 

so I think that has changed their models in some way you know selling through Instagram 

very successfully and things like that, I think also the sort of ethical nature of you know 

people working in the arts has come to the fore as well through Covid. Things like co-

ordinating to raise money for foodbanks, getting together packs for school children to be 

able to make craft at home for home schooling, people just volunteering in their local 

communities, you know doing workshops online so people can benefit from that wellbeing 

aspect so I think that came to the fore very strongly.  I don’t know if people tell the story of 

that necessarily, it’s just what they do, but for us that would be an important ting to share 

you know. And then I suppose with compass, our programme around professional 

development, that is starting to have an impact I feel, I can see makers who have been 

through that starting to develop their business and brand and new initiatives and things so I 

think we will see an impact from that 

 

LB. Can you speak a little bit more about those impacts 

 

IK. Yeah so compass is quite a tailored programme for a selected cohort who need to 

develop their craft business and that is often tied in to developing their creative practice, 

you know ethical discussion, so we give the this programme of skill that will help them 

become more resilient in navigating their future careers, and they are all working differently 

and have different objectives but this programme brings it together as a cohort that will 

create a network that will help them in the future and where they can share learning  

 

LB. So do you think that there is anything in particular you’ve seen coming out of that 

programme? 

 

IK. Yeah well they do say they have learnt specific skills and knowledge that they’ll use in 

future, so that might be a vision development workshop, and I think the bonds that are 

created across the cohort, where they share ambitions and fears and hopes so I think that 

personal connection as well in important. 

 

LB. What do you think the level of comfort is with practitioners and the idea of 

entrepreneurship? 

 

IK. I think people are happy talking about their craft business, I don’t hear the work 

entrepreneurship from them very often in the sector or makers, so I don’t think they would 

consider themselves entrepreneurs. We would talk about them being entrepreneurial, but I 

feel it comes through. I dunno, is that something you found in your research? 
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LB. Yeah, I don’t think, I don’t think they would say entrepreneurial either really, despite 

them exhibiting forms of entrepreneurial behaviour. But then I suppose, that is what the 

research is about this idea of an alternative, or a kind of unconventional understanding of 

what it means to be entrepreneurial in craft, which is very different to what it might be to 

be an entrepreneur. So yeah, absolutely, and I suppose the question I’m getting at is when I 

spoke to Fiona a few years ago she said the same thing, that people didn’t see themselves 

that way , she used the word focussed, she said they aren’t entrepreneurial they are 

focused. And there was a sense that entrepreneurship was something that was 

compartmentalised from creative practice, they were considered separately, so the day to 

day of things like branding, or networks, or finding resources, aren’t necessarily considered 

when it comes to craft opportunity – so entering in to an exhibition or a trade show – and I 

wondered if you felt that was something that still kind of exists. 

 

IK. Yes – I hope I haven’t lost the thread here – this makes me think of something in the 

thesis around focus on the object 

 

LB. I suppose that speaks to the development of opportunity and how the focus on some 

opportunity might be practitioners creating an object, which demands a lot of work that is 

unpaid, or at least is uncertain on the return, and doesn’t necessarily have infrastructure for 

makers adapting to the needs of the opportunity – so I suppose that is what I’m talking 

about when I talk about compartmentalisation – the development of the individual, and the 

development of whatever it is they have to do for the opportunity.  But I feel like that is 

something that might be changing a lot?  I suppose maybe previously a lot of focus for 

practitioners has been just ‘well I’m just making, I’m a maker, and I make things’ and 

potentially that’s come from a passion for the object – sorry now I’m answering the 

questions! – how much do you feel like there is a divide between the creation and the 

production of objects and the creation and production of a practitioner 

 

IK. I’m not sure I do see that as much, we have maker journey which are part of the comms 

programme which has been opening up more widely, and that is a chance for people to hear 

more about makers individual experiences of developing their careers and building their 

practices and business, and everyone has a different approach everyone has a different 

focus within their, when they talk about their career, it all sounds very impressive, 

sometimes you might think a person stocked at john Lewis is more impressive, than some 

one who has a Christmas show once a year, but they are all very impressive people – they 

sometimes say they didn’t know what they were doing when they chose an option, and they 

are not quite sure what they’ll do next, but it’s just a way of understanding that people have 

this creative practice and they are in different ways putting together a career from that 

without necessarily you know having a very long term end point of it  

 

LB. And do you see that having more of a strategy or end goal s an element that is coming 

more common approach, or is there any kind of change in how practitioners piece together 

opportunity? 

 

IK. No I still think that’s done on a pretty opportunistic way, maybe that means we’re not 

asking them the question, maybe if we were to say to them ‘which of these will you be 

doing in ten year’s time or fifteen year’s time?’ , we don’t ask that, so may be that is a 
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problem for us in that we are not making them look forward enough so we can understand 

what support they need.  

 

LB. I suppose, does that link to the idea of – one of the contributions is craft Scotland s a 

cultural story maker, which is the production of stories of a journey through opportunity 

being offered, and I suppose the question is in what way does that hold a cultural 

transformation – how does that goal of a cultural transformation in the sector play in to the 

way practitioners access opportunity and the way craft Scotland offers opportunity. So you 

talk about them not having a future focus, but they contribute mutual aid 

 

IK. When we talk to makers they say they like the flexibility of what they have chosen to do, 

so they can do what they want in the way they want to, so if they want to pursue 

residencies for the next few years and bring in fees from residencies they can do that, or 

they could teach you know, perhaps those sorts of job that is gonna help sustain practice 

where  they can get a salary is what they are looking forward to as they might be thinking 

how can i be in an institution. But I think that freedom to shape what you are doing when is 

probably appealing to makers, but then it might have an impact on their longer term play.  

 

LB. So the issue is balancing that approach 

 

IK. Exactly, yeah, but I think I’m making that up as I haven’t asked them! 

 

LB. I suppose the question is also maybe do you think there is, do you think those goals are 

ideas that influence Craft Scotland 

 

IK. Again those kind of ethical areas, there are people who are very focussed on practice in 

terms of climate crisis and climate change and how they can contribute to having an impact 

there and also in terms of equalities and diversity I think again are things people are very 

aware of an taking action on as well.  

 

LB. And in terms of the way that Craft Scotland creates opportunity, I think one of the things 

I talk about is the idea of craft Scotland creating  a frame that is gifted over the practitioners 

when they participate, and one of the areas I had a question on was a sense of ownership of 

opportunities. So a tradeshow opportunity for example, if there is a sense that it is 

something that goes on to be owned by people participating, the extent to which Craft 

Scotland still feel a sense of ownership after? 

 

IK. So I would say we do feel ownership of those, we select the makers, and everything is 

sort of under the banner of Craft Scotland and we take on risk as well in some areas, some 

element of financial risk, and some other types of risk, you know that we take on, on behalf 

of the makers, so yes I feel we do have ownership of those events – is that good or bad? 

 

LB. It’s neutral! I guess, that’s the thing isn’t it, the value is neutral, and I suppose, it’s the 

way that ownership manifests itself in the stories of an opportunity, because it is those 

stories that influence the environment that craft happens in, peoples willingness to take 

part in opportunities in the future, and how those stories are shared, and I suppose they 
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become legitimisers of certain kinds of identities, and how there is a lot of difference in the 

identities that are part of that story 

 

IK. Yes absolutely, yeah so, I suppose then, well we do promote the makers, but I suppose it 

is within our own objectives for the event, which we hope would benefit the makers, but we 

talk about it in terms of what we want to achieve for our funders, and then for the sector 

 

LB. How do you think that variety is reflected in your programming 

 

IK. In terms of the numbers of people or the individual we work with? 

 

LB. Yeah 

 

IK. That’s a difficult message to get cross I think, because for those sort of opportunities 

where it is exhibition, trade fair, there is some kind of commercial element to it, what the 

people were trying to attract and hold on to as our audience what they want to see is the 

same makers, for a couple of years, two to three years, because that idea of longevity is 

what is going to persuade them to invest, so what we have found is that people who have 

been at NY NOW for the first year in the second year will probably have gotten more 

contracts from it because they have been seen in the first year and the confidence is there 

for the second year, and it is the same with collect, and what we find is collectors and 

buyers of high end craft will come a long and they will keep an eye on certain makers and 

they will buy some stuff but they will become regular collectors once they’ve seen them a 

few times. So we do try and explain things to the sector, because you are then having to 

exclude people they are seeing makers get opportunity year after year, but I suppose in 

terms of the investment, it is s mall number of makers but it is a better return on 

investment if you do it that way.  

 

LB. And I wondered what role you felt craft practitioners could play in the creation of those 

opportunities 

 

IK. I mean it all relies on their quality of work so they are crucial you know it’s all about what 

people are seeing and talking to the maker as well, the opportunity to meet the makers is 

again absolutely crucial to those relationships, so we wouldn’t be any good just us turning 

up and presenting the work at NY NOW, because the buyers want to talk to the people that 

make the work.  

 

LB. How much do you think craft practitioner influence the kind of opportunities that Craft 

Scotland offer as well? 

 

IK. Erm, so they do to an extent I would say, so the compass programme came about from 

our annual survey that said makers want professional development in business skills, so 

that’s an easy way that you can pitch on an area that you want to research a bit further, talk 

to makers, make the programme and then you keep tweaking it as you o along to make sure 

it’s relevant.  I mean makers keep saying to us we should go back to Baltimore I think but we 

haven’t managed to do that yet, so yeah, I don’t know, I think we definitely say that makers 

influence what we are doing but I suppose there is a wider part of the sector you know not 
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connected with makers that we have to support so and then there are the pressures or 

influences in terms of our funders in terms of what their priorities are and then there are 

also other social pressure sin terms of you know the need for addressing campaigns like 

black lives matter things like that, so  yeah I think we have a lot of competing demands and I 

suppose in. way when I came to Craft Scotland we were questioning the ‘we put makers at 

the heart of everything we do’ cos our programme is much more diverse than that, if you 

look at is directly, in a general sense yes in a longer term we hope that these will all roll on 

to improving the sector. 

 

LB. What would you say is at the heart of it? 

 

IK. We’ve just done that now, so we know what it is! We spent ages working out our core 

purpose, we kind of knew what it was, but you know getting it written down – our core 

purpose is making Scottish contemporary craft sustainable, that is what we do, and so I 

think that has moved away slightly from saying or talking about makers directly, it is about 

the whole craft ecosystem, you know if you create a healthy ecosystem then that’s going to 

help makers, but obviously that’s still creating opportunities for makers. I’m interested in 

that thing that was in the research around us creating opportunities and that potential 

mismatch, that is interesting, if we had time to talk about that. 

 

LB. Yeah, of course, I can talk about that a little bit more, I suppose that was the original 

concern of the research, and that was kind of the original driver – Fiona and jo just wanted 

to know what they were doing was ‘right’ – I suppose the research kind of, it’s a surprisingly 

big question, and I think that is what has come out of the research. You can talk about 

opportunity broadly, because you do have exhibitions, tradeshows, the compass 

programme which came in as I was doing at the research, which is great o observe but 

difficult to handle in terms of where does this sit? And how do I make it work with where I 

m at? So it really talks about opportunity in terms of exhibition and tradeshow and selling 

events, I think the thing I have been getting at with my previous questions has been the role 

of co-creation, or the role of practitioners in the creation of opportunity as a frame, and 

you’ve already spoken about it a bit, in terms of limitations on what can be achieved in 

terms of a large, heavily dispersed community and a reasonably small organisation, with 

competing pressures. I suppose, because I’ve talked about practitioners entering in to 

opportunities in a more kind of temporary collaboration between craft Scotland and the 

practitioners. How it – there’s an element of them having to adapt and flex to that 

opportunity in order to fit, which can be both stabilising and destabilising. It gives focus, it 

goes purpose, they have actual boundary, but also it gives them a boundary! There’s 

limitations on them dictated by someone other than themselves. So I suppose that is the 

tension I’ve been exploring specifically. And I’ve spoken a bit about identity play, where you 

get space to try on new ways of working in a new identity, and adopt different needs or 

beliefs in order to perform the available role, and how maybe there is space for the 

development of that so it’s not about something fitting them directly, but a process of 

transformation. But I think it’s not necessarily a thing that is approached strategically, it’s 

more an explorative process – sorry I think I just kind of waffled there. 

 

IK. No, it’s interesting – I need to keep going back.. 
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LB. It’s a bit dense isn’t it! 

 

IK. I just need to remind myself a bit 

 

LB. Me too! Hopefully that helps make sense. The idea is that they have these pieces that 

they piece together to make a whole which is their experience of the craft sector that you 

have built to date – you know, you’ve done this exhibition hear, and a training course then, 

and you’re piecing them together in different ways. But obviously it means you’re kind of 

piecing together opportunity which isn’t necessarily what you’d have chosen but it’s what’s 

available. If that makes sense?  So I suppose that is why I’m talking around the idea of co-

creation, between practitioners and craft Scotland. But you’ve talked about how that would 

be a difficult process to work with? 

 

IK. I think it would be harder for makers, because it looks like a small number have this 

exclusive access. I think the difficulty is how you would make that seem fair. I think we can 

do it with organisations very easily obviously working with organisations has challenges but 

you know all the organisations in the sector are pretty interested in working together to 

improve the sector for their own programmes so we could do that, but I think if we were to I 

mean we do have the advisory group but we don’t work with them in that way we don’t but 

we could that could be something to think about 

 

LB. It would just be interesting to think about, you make a really good point, you know one 

of the things Fiona talked about in that early conversation in chapter 5 is the belief in the 

sector that craft Scotland always work with the same people and that creates a tension 

around the organisation and the role in the sector. And I suppose the co-creation of 

opportunity could be seen to exacerbate that or it could be.. 

 

IK. Yeah although that is definitely something that is talked about and done say within youth 

arts, so you know there is very much a push to make sure that young people are 

contributing to the development of policy and programmes within youth arts, so there are 

models of co-creation that we’ll have to use because if we want our learning strategy to 

develop we’ll have to do that so that is something we could look at yeah I think that’s 

interesting 

 

LB. Maybe if you do end up doing that I suppose with a programme for younger people that 

can be an interesting test bed then 

 

IK. Exactly yeah 

 

LB. I guess the other thing I’m getting at is that a lot of people they do create opportunity on 

their own to fill the gaps they think should be covered, but Craft Scotland can't be 

everything to everyone but I suppose the question is whether you feel like that is any space 

or potential in that kind of closer working between Craft Scotland and more grassroots 

calibrations - I think that's something that came out of some of my discussions, obviously 

that's a quite tough logistical ask in terms of how you align that, I don't know if that's 

something that Craft Scotland ever thought about 
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IK. So with Craft Week Scotland last year we were able to provide a platform for a really 

interesting initiative by two makers/producers called Quality Vision Craft 

 

LB. Ah QVC? 

 

IK. Yes yeah, we were able to promote that between Crafts Week Scotland so they had a 

platform or other things they wouldn't have reached otherwise, and the curatorial research 

was flagging up the fact that to support curators you're not going to be defining what they 

do necessarily, you just need to find ways that they can do what they want to do.  

 

LB. I think that is absolutely the same kind of place that I'm coming from - practitioners 

figuring out what they want to do with the help of organisations - How can that kind of 

connection made with QVC - how does that happen? 

 

IK. With Craft Week Scotland, that replaced Craft Scotland’s Summer Show, because it was 

online and we changed our agreement for it, so the Summer Show’s selected a limited 

number and makers. With Craft Week Scotland we made the decision to be broader and 

who we would involve so you know, so maybe makers and galleries and other places that 

we wouldn't necessarily have profiled significantly in our program, we wanted it to match 

broadly that, to show what's happening within craft. So we just had an opportunity, people 

can apply to be part of the programme, and to be part of the programme you've got a 

chance to be you know promoted online to the Press, and have a platform that you could 

use as well  

 

LB. Yeah that was great  

 

IK. But we already knew the people so it was easy for us. It's how you get to people who 

could value that support but who don’t know  

 

LB. Do you think that's an issue? that people don't know what they can go to you for  

 

IK. Yes definitely, yeah. I would say so, lots of organisations in a way have this issue, but 

yeah - we've been really trying to push for people to come to us with questions or to ask 

advice or to say do you know you can come to us  

 

LB. In what way are you trying to push that? Is that going out to people through marketing, 

or social media, or.. 

 

IK. Yes, so social media is useful because - you make the point of an echo chamber, just 

constantly, you know, talking to the same people which is always going to be a problem so 

you know – but yes we've been targeting networks and platforms where we can promote 

things for example have a broader reach, so I guess that's kind of EDI focused, but it does 

help you reach more people you know, and we had a real push for the directory for example 

so we've got a lot of new people that we didn't know. I think each time we've had an event - 

we added in quite a few events last year - they were open to a wider audience. So Compass 

events actually invited people who had applied but not been selected could come for free or 

for a low cost. I suppose we have been building our connections in the sector  
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LB. Do you think there is a particular kind of craft identity that is more the more visible 

identity to Craft Scotland than others? One of the themes in one of the chapters is about the 

idea of creating visibility and working to getting noticed by organisation like Craft Scotland - 

do you think there is a particular identity that is more visible? 

 

IK. Yes, I would say so, yes, because we do have the quality dimension, and so we are 

supporting contemporary Scottish craft with our opportunities, which we do subsidise quite 

heavily, so we expect to see a level of quality, even from graduates, so you know that is 

something that I suppose is part of our identity I would say. I think it's interesting in the 

directory we've got a few people whose practice is research based, so they're not producing 

objects they’re much more about process and exploration of concepts. I think that would be 

an interesting area to develop a broader range of support, but I suppose we do have quite a 

strong identity - what do you think?  

 

LB. Yeah I think so, it's definitely got an aesthetic identity, and I suppose that comes back to 

the idea of the object focus, and I wonder if in that there's a particular kind of 

entrepreneurial identity, as in maybe, for example the people who are engaging more in the 

grassroots collaboration might not connect with Craft Scotland as much, I don't know. I 

suppose it’s if you think there's a certain type, or what is the more common type, of 

entrepreneurial identity, rather than aesthetic identity, or even maybe even just a social 

identity, that..  

 

IK. Yes I would say - we don't necessarily connect with grassroots practitioners maybe  

 

LB. I mean I just said that as an example  

 

IK. Yes, we have connections with some very successful makers, but not all - I think we miss 

out on a lot of the really highly successful, established makers in craft, so kind of more in the 

middle of the people who have started their careers and are Midway through their careers I 

would say that's the kind of businesses that we support more  

 

LB. I think that's probably really interesting in terms of how - I'm not sure how much you 

looked at the contribution but I was looking at this typology of craft practitioners and the 

different way they piece together.. you know I have this idea of this bloom which is forged 

through different opportunities, and different resources, and how that is refined all the 

time, and you know, there is different stages. One that's very explorative, where all the 

blooms are messy and wild and they're kind of dotted around, all up to these very refined 

blooms that are very neat - but almost slightly disconnected because they're not necessarily 

reaching out to new ideas. And I suppose that's interesting in terms of understanding those 

two central stages where you know they’re more messy but they're looking to refine, then 

the more refined but they're looking to explore – so maybe those two types of practitioners 

in the middle are the people who are more likely to interact with Craft Scotland? So that's 

interesting to hear that maybe that kind of space is where practitioners come to Craft 

Scotland for support.  I wondered if you had no idea of how Craft Scotland manages the 

expectations of the people they work with in terms of how they achieve their goals or bring 

in new ideas and challenge themselves and push themselves 
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IK. So I think we definitely tried to do that and I hope, I don't know if that's something that 

people are specifically aware of, so if they've been told that or if not or it just happens and 

we support what just happens but I it would happen - but something like the Summer Show, 

which is no longer relevant, but our approach to it would be… that was an opportunity for a 

selling exhibition that looked nice, but all the support we gave it was so makers could 

actually try new product ranges. So, they might not risk trying new product ranges with one 

of their retailers or gallery contacts, but with us they have the freedom to try just to see 

because there was no risk apart from the fact that they wouldn't make any money, but with 

minimal cost to them to exhibit, so in that way there's definitely something that we always 

said. That makers had the chance to explore this in the Summer show, but I don't think that 

was necessarily in the material - so I don't know how that kind of information filters to the 

sector? So that it is something that discussed internally, like any target, but not necessarily 

part of the promotional material - I suppose that always happens if you've got those 

intangible measures. Sorry what was the question again?  

 

LB. So it's just how do you manage that expectation from makers? 

 

IK. We just manage whatever we can, and be quite frank about those things – at COLLECT 

we say for example making sales cannot be guaranteed. There seems to be a kind of 

pragmatism around expectations in craft I think which may be because it's more business - 

in the visual arts there isn't that sense of pragmatism, artists constantly expected to sell 

work and hardly ever did - but in craft I think there is more realistic expectation around it. 

There's an unexpected nature of things, of the market, and selling things 

 

LB. How does that impact upon Craft Scotland and what the organisation can achieve? you 

know, is there a sense that uncertainty impacts you 

 

IK. I suppose so, because if we are taking a percentage of sales we won't make our budget, 

and then the thing is we don't have control over press content and what they say. I suppose 

I'm more aware as well with social media, and the way people can be targeted through 

social media, and what could we do to help them with that 

 

LB. are these things that you kind of built into planning when you start to consider 

opportunity? 

 

IK. yeah exactly, so I suppose we do try and take on risk for makers quite a bit, you know. 

Like the currency exchange risk at New York NOW, the cost of taking part in COLLECT - so 

there are specific risks that we cover so that makers don't have to worry about them, and 

then we try to mitigate risk with things like the internationalisation workshop, like by trying 

to get them to understand what they need to do to prepare for that opportunity so we can 

get the best out of it  

 

LB. yeah absolutely definitely -  I know.. it's difficult for me to fully communicate all of the 

different elements and strands that I think are in my head but also in the thesis and also wat 

I’m kind of embedded in because of the nature of project, so trying to externalize that whilst 

asking questions that you are able to make sense of, in the right context - I think it's so 
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important to have the right context to ask these questions - but I suppose maybe what I'll 

just say is - I don't know how easy it was for you to penetrate all of that, but I can pass it to 

you and say you know are there any question you have about what I’ve asked or the 

research? 

 

IK. Yes, yes, there was something else that I just wanted to ask about and again I've 

forgotten what page it was on, around 53 of 54 I think – about Opportunities we offer not 

matching makers need 

 

LB. Right so is that around opportunity aligning with values? 

 

IK. I can't remember the point now that I wanted to make cos I have to go back in there and 

have a look 

 

LB. Absolutely 

 

IK.  But I think this - I think there's a precariousness across the whole of the art sector, 

around organisations and individuals and freelancers - people working on their own - they 

are now demanding more.. a sort of authority or opportunity to access what organisations 

do, so I think it's very important point 

 

LB. Do you think that's something that, you know, I have seen it more recently, partially 

maybe because people are more aware of ethical issues and issues around work life balance 

and stuff like that as a result of Covid, and people are really demanding you know .. people 

talk about a work shortage for jobs that are considered less fulfilling but are demanding of 

time and labour and don't get the same benefits and I think that's what I mean when I talk 

about transformation in terms of people's perspectives generally – do you think they have 

maybe always been there in crafts? or do you think people are saying ‘I want to have 

greater control of my social security; or ‘how do I get control..’ 

 

IK.  This links back to the research for curators who do not have good conditions because 

there are no guidelines for curators, there is some around artists and craft, so the role 

should be very much around helping to create really good conditions with people in which 

they can do their own thing, and I do think that's really important, but you know it is just 

you know this hidden thing in the Arts - it's probably going to blow up quite soon - but  

most independent art galleries are really, there's no possibility of salary increase and any 

regular basis and so you may rely on people loving their jobs so much that will work really 

hard in really bad conditions on low salary or part-time, because they're so passionate about 

what they are doing, but it's so endemic it's just going to be a problem I think because that's 

the only way that organisations can staff themselves - it's offering low paid work or part-

time or short-term basis for a lot of people, so, so it's a problem for freelancers to find any 

support and it's a problem with the organisation as well - But then that's off the point… 

 

LB. It isn’t though because we were talking earlier on transformation in the sector, and I 

suppose where do you see that transformation coming from if at all?  
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IK.  Yeah so that's one thing that we'd like, is for makers to be properly respected and 

therefore remunerated for their work. For better understanding of their skills and 

commitment and that they get a decent fee that they can measure, that it's clear, like the 

Scottish Artists Union, and also you know they don't get asked to do tons of work for free in 

preparation for taking up an opportunity. So in order to offer co-creation, for example, that 

would have to be paid, because that's taking a lot of people’s intellectual efforts and time 

away from the usual work to help, so that would have to be paid for by us, and just 

expecting them to go and create work without any backups you know, so these are all 

conditions that do need to be brought out into the open 

 

LB. And I suppose that kind of comes back to what I was getting at around opportunities you 

know, the amount of labour that goes into the preparation for them when there's a lot of 

uncertainty around the return - that can never be known. So it comes down to what you can 

predict and what you can control and I suppose that connects to the idea of encouraging a 

more strategic approach to the way those kinds of opportunities are collected 

 

IK.  Yeah exactly  

 

LB. Does Craft Scotland have a role in kind of encouraging that strategic approach of craft 

practitioners? And if they do what does that role look like and how could that happen? Is co-

creation or you know that kind of approach to bring people in like you did for the QVC 

example that you've just mentioned, I'm not sure how you feel…. 

 

IK.  It has interesting points about what.. what we should be doing, what we can be doing..  

I'm just thinking it would be a different discussion if you were looking at the value of 

Scottish Enterprise for example - wasn't it something about judgement when we select 

them is on write them to die settings that very much scrutinise and is potentially a problem I 

suppose but then w 

 

LB. And what are the different elements that are kind of judged, you talk about quality as 

being the main area when, I suppose, in our understanding of quality is there room also for 

quality in the object but also quality of their enterprise. Not necessarily its ability to make 

money, but enterprise as a practice that kind of builds the sector? As an approach to 

building an environment, and what that contributes? It is about that question of the object 

vs the person or the enterprise again, and what that enterprise contributes to the 

ecosystem not just the financial but the social as well and I suppose that's something that is 

embodied in most craft practices - there's kind of human values as well  

 

IK. Yes exactly yes yes  

 

LB. Sorry I just said all the words in my thesis basically! Maybe that's a good spot to come to 

the end cos it's been a long hot day - Is there anything else in particular that you would like 

to ask me or have questions on before we go? 

 

IK.  No Lauren I think I'm just going to have to go back in and have another read because I 

had a number of thoughts as I was going through it so I might just come back with a few 

queries 
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LB. Yes of course. And I will make you a more digestible report once the whole thing is done, 

I will be able to deconstruct and reconstruct it in a way that makes more sense and is 

applicable - I don't know if this is a thing that is even necessarily that useful for you now if 

you think practitioners even care about it but I think there is something in this kind of 

interpretation that I've got – this idea of entrepreneurial practices, not being an 

entrepreneur as such but in acting out entrepreneurial process, that I think is really nice and 

can be useful, if you say the way you create an object is the same as the way you create 

your business, your enterprise, and I think we are starting to see that more. These stories 

feature heavily in my contributions, we’re seeing that more through the use of storytelling, 

people use it more as a marketing tool, because the narrative of who they are and what 

they do is is really crucial to who they are, so my argument really is that the same way they 

engage with an opportunity like the opportunities that Craft Scotland offer, you know the 

story of going to something like NY NOW can be a really vital story, that doesn’t just help 

sell an object but helps sell them as a creative business. And so, seeing, trying to frame 

themselves as an object that is designed, is created, is crafted, and that actually the way 

they craft themselves can have a big effect on the whole sector, I think is a perspective that 

makes it a lot more accessible and you start to see the business differently. Because, you 

know I very much came to this research with a craft background, and I didn’t necessarily 

understand the role of entrepreneurship in the study when I began and now I have a very 

different perspective and I think that’s kind of a change I have been able to enact in myself 

and I see that as possibly applicable to other practitioners as well, and something that Craft 

Scotland could be a part of in helping them recognise that.  

 

IK.  you know I was thinking if you could just transcribe that last section you were saying and 

we could rework it a little bit we could put that on our website and say this is what you are 

doing can be seen in them.. 

 

LB.  and that's not bad 

 

IK.  …and give them, I think it's great what you just said 

 

LB. I'd hope so but we’ll see 
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Appendix H – Research Journey 

 

H1. The Original Research Call Out 

 

Originally advertised in the Summer of 2017, this opportunity for a doctoral training 

partnership stemmed from the relationship between the funding body – the Scottish 

Graduate School for Arts and Humanities (SGSAH) – and the industry partner – Craft 

Scotland. Recognising a gap in knowledge around the effectiveness of their international 

exhibition programme, Craft Scotland proposed a short-term research project that could 

address these uncertainties. By folding Craft Scotland into the Creative Economy 

Studentship hub, SGSAH created an opportunity for doctoral research that read as follows. 

 

Making A Difference: The Role of Craft Scotland in the Development of Makers and the 

Scottish Creative Economy  

 

The University of Dundee is part of a consortium of ten Higher Education Institutions (HEI) 

which has been awarded funding from the Arts and Humanities Research Council (AHRC) to 

support PhD studentships at full UKRI rates. 

AHRC DTP Scotland is embedded within the Scottish Graduate School for Arts and 

Humanities and through SGSAH the University of Dundee collaborates with our partners to 

offer world-class doctoral training. 

The successful candidate will investigate the creative economies and the impact which Craft 

Scotland, Scotland’s national development agency for craft, has on makers’ practices. It will 

investigate the longer-term impact of Craft Scotland’s international exhibition programme, 

which includes showcases, retail and trade shows in Scotland, London and the US, on a 

maker’s career and Scotland’s creative economy. The project will extend beyond the 

immediate snapshot feedback collated from these events to offer analysis of their impact on 

the development of artists’ creative and business practices. It will also consider how makers 

build successful and sustainable businesses, which add value to the craft sector and 

contribute to the wider economy.  

The project will be located within Duncan of Jordanstone College of Art and Design at the 

University of Dundee. The successful applicant will join an interdisciplinary research studio 

with expertise in design, craft, enterprise and entrepreneurship, smart textiles, human 

computer interaction, digital futures, curatorial practice, contemporary visual art practice, 

new media art, information visualisation, art and science collaborations, with a strong 

international research track record.  

The studentship will be under the supervision of Dr. Louise Valentine, Head of Enterprise 

and Entrepreneurship, DJCAD and Professor Sarah Cooper, Head of Entrepreneurship and 

Innovation Group, University of Edinburgh.  
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H2. List of Training and Workshops 

 

2017/2018 
AHRC Scholarship Induction, Edinburgh 

The Complete Researcher - PhD Launchpad, University of Dundee 

Conference and Events Organising, University of Dundee 

Publishing in a Nutshell, University of Dundee 

SGSAH Gathering Residential, Stirling University 

Research as Craft, Craft as Research: Feminist Crafters Research Group, Newcastle 

University 

Innovation for Artists, Makers and Creatives, Newcastle University 

Longitudinal Data Analysis Methods, University of Edinburgh  

Places of Creative Production, Glasgow School of Art 

Scottish Entrepreneurship Research Seminar (SERS), Strathclyde University 

Communicating Your Research Online: Digital Tools, Strategy and Impact, University of 

Dundee 

Innovation and Design Thinking For Your Research: Ideation, Problem and Solution, 

University of Dundee 

SGSAH Summer School 2019 

• Creative Practice as Research 

• Working Collaboratively 

• Research as Reconstruction and Reworking 

• Writing is hard' Caring for the writing, caring for the writer 

• Mindfulness 

XPO North 2018, Scotland's Creative Industries Festival 

Craft Scotland Conference 2018 

Creative Fuse North East Conference 2018, Newcastle 

• Just When You Thought It Was Safe To Lead A Workshop! 

Artists in the Gig Economy, Edinburgh College of Art 

SGSAH 2nd Year Residential – Millport, Isle of Cumbrae 

 

2018/2019 
Entrepreneurial Masterclass with Patrick Gunning, University of Dundee 

nVivo Training, Glasgow University 

The Complete Researcher - Making Progress in Your PhD (Year 2), University of Dundee 

Futurescaping Methods For Museum And Heritage Professionals, Stirling University 

Positive habits for your PHD, University of Dundee 

Power of craft 2019 – Exhibition,  

Craft Disruption – Exhibition 

ALIGHT 2019 – Exhibition 

Writing Process - Literature Review 

Why Craft Matters Symposium 

Social value and inspiring impact 

Future of the Creative Workforce 

Using Games in Research and Teaching 

Disruption as Knowledge 

Makers, Makers Spaces and the Future of Commerial Craftwork - Howard Aldrich 
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2019/2020 
CVAN Presents...Artists Make Change with Rachel Dobbs and Glen Stoker, Newcastle 

University 

SGSAH AHRC Year 3 Symposium 2020, Virtual 

SGSAH Summer School, 2020, Virtual 

• Keynote: Dr Priyamvada Gopal 

• Planning, Resilience and Deep Work 

• Dismantling the Ivory Tower: A Critical Cabaret 

• Introduction to Broadcasting 

• Building Shelters not Walls – Intentional Citation 

• Fieldwork under COVID-19 

Virtual Writing Retreat – Jo Young/ University of Dundee 

Hosting Successful Online Events: Adapting To Covid-19 And The Climate Crisis – Jon 

Gardner and Jillian Luke 

Virtual Writing Retreat – Jo Young/ University of Dundee 

Wor Culture - Rewriting the Rural Narrative – Newcastle University 

Futures of the Art Market – Creative United 

Knowledge Exchange Hub Policy Day – SGSAH, Virtual 

 

2020/2021 
The Complete Researcher - Finish Up, Move On (Year 3), University of Dundee (Virtual) 

Wor Culture: Re-thinking the High Street - What Role for Arts and Culture? Newcastle 

University 

The CCIs: Pathways Beyond Economic Growth Webinar Series 

Wor Culture - Skills: Enabling The Cultural Workforce For The Future, Newcastle University 

FailSpace Facilitator Training, Leeds University (virtual) 

PGR Virtual Writing Retreat, University of Dundee 

PGR Events: December Writing Retreat, And Explore Your Writing, University of Dundee 

Redistributing Power | The Art Market is Structured Like a Plantation,  

SGSAH Knowledge Exchange Hub Policy Day, Virtual 

SGSAH Year 4 Event, Virtual 
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H3. List of Publications, Conferences, Appearances (Chronological) 

 

• Creative Fuse North East (CFNE) Conference 2018 - Newcastle, UK - July 2018 

• Running with Scissors - European Academy of Design (EAD) Conference 2019 - 

Dundee, UK - February 2019 

• Baker, L., Valentine, L., and Cooper, S. (2019). Designing Craft Opportunity: An 

Entrepreneurial Approach To Creating The Craft Scotland Summer Show. The Design 

Journal, 22(sup1), 123-135. 

• Arts and Humanities Research Council Symposium - Glasgow, UK - July 2019 

• Re-Futuring Creative Economies - Research Institute for Cultural and Media 

Economies (CAMEo) 2019 - Leicester, UK - September 2019 

• Australian Centre for Entrepreneurship Research (ACERE) 2020 - Adelaide, Australia - 

February 2020 

• Baker, L. (2020). Organisational Influence on the Development of the Scottish Craft 

Ecosystem. ACERE 2020 Conference Proceedings.  

• Old Stories, New Narratives: Sustainability, Identity and Collaboration - Applied Arts 

Scotland Symposium 2020 - Edinburgh, UK 

• Australian Centre for Entrepreneurship Research (ACERE) 2021 - Adelaide, Australia - 

February 2021 

• Baker, L. (2021). How To Craft a Career? The Role of Collaborative Activities in the 

Development of Entrepreneurial Craft Identities. 

• ACERE 2021 Conference Proceedings.  

• Metamorphosis: Transformations across Time, Culture, and Identity - University of 

Glasgow College of Arts PG Conference - June 2021 

• Baker, L. (2021). Vulnerabilities, Empathy and Resilience: The Impact of COVID-19 on 

Craft Futures. Metamorphosis: Transformations across Time, Culture, and Identity 

Conference Proceedings. 

• Baker, L. (2021). Unconventional Craft Identities: Acknowledging Alternative Models 

of Business in Scottish Craft. Makings Journal. 

 

 

 

 

 


