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EXECUTIVE SUMMARY

Background

This seminar was held to discuss the future of design education in schools. It has grown out of widespread concern among design educators in art & design and design & technology that the subject is both misunderstood and underemphasised within the curriculum. This is occurring in spite of the subject’s ability to develop key creative, learning and social skills among children and young people, and at a time when the creative industries, including design, are a growing element within the UK economy.

The seminar is timely. Creativity and design education are currently the subjects of a series of major reports and national consultations. For example, in July 2006, the Roberts review submitted its report to Government on future policy for Nurturing Creativity in Young People. It made a series of recommendations on establishing a clear framework for the further development of creativity of children and young people; and a progression within and beyond mainstream education from the early years, that develops a personalised approach, is inclusive and responsive to the voice of children and young people, and offers pathways into the creative industries.

The Qualifications and Curriculum Authority (QCA), and other agencies, are consulting on, developing and disseminating new approaches to, the curriculum through the 11 to 19 and Key Stage 3 reviews, and its Futures initiative.

A Design Skills Advisory Panel, set up jointly by the Design Council and the sector skills council Creative & Cultural Skills, is carrying out a detailed and wide-ranging consultation on enhancing the skills and performance of UK design. Its proposals for design education, set out in Design a New Design Industry, are to create an up-to-date baseline design curriculum for all school children; increase the involvement of practising designers in schools and enhance the professional development of teachers; develop enhanced partnerships between design education and industry; and provide impartial, quality assured information on courses for prospective design students.

The 2005 Cox Review of Creativity in Business: building on the UK’s strengths made a set of recommendations on preparing future generations of creative specialists and business leaders. This links with the current Leitch strategic review of skills which is looking at how to ‘maximise economic growth, productivity and social justice’ in order to improve the nation’s skills base to world class by 2020.

Research into the design industry, The Business of Design, by the Design Council in 2005 revealed the importance that the design industry places on designers working in education. However, this was seen to extend only to higher education rather than to primary or secondary schools.

The key questions Christopher Frayling, Richard Green & John Steers
Professor Sir Christopher Frayling is Rector and Vice-Provost of the Royal College of Art and Chair of Arts Council England; Richard Green is Chief Executive of the Design and Technology Association (DATA); John Steers is General Secretary of the National Society for Education in Art and Design (NSEAD).
A series of key questions were put to the seminar’s participants and explored by the seminar presenters:
1. How do art & design and design & technology mesh with the professional practice of design?

2. How can more designers be encouraged to teach design in, or work with, schools? 

3. How can more art & design and design & technology teachers become more knowledgeable about developments and activities in the design profession and the creative industries?

4. Is the curriculum division between art & design and design & technology outmoded? If so, what is the best structure and content for design education in schools?

5. How can the tension between the vocational and academic arguments for art & design and design & technology be resolved?
6. Has the time come when the needs of pupils, higher education and employers would be better served by a bold revision of the fundamental approach to this area of study by embracing and developing a concept of design education across the curriculum?

The role of craft in reshaping design education Lesley Butterworth
 Director of the Making It Work programme to encourage and enhance the study of the practical applications of craft at all levels of education.
The contemporary crafts have a vital role in developing new approaches to design education in schools. Makers are an acknowledged part of the creative industries. But we need a more focused partnership between schools, makers and crafts agencies to bring into the classroom a greater understanding of the creative, intellectual and economic value of the creative industries and their products.
The contemporary crafts can offer schools a unique balance of artistic vision and market awareness, underpinned by making skills in a way that no other sector can provide. They can bring intelligent making into the classroom, a personal understanding of the made world, the research and use of traditional and digital tools and conventional, innovative and sustainable materials.  

A revised design curriculum needs to inspire a passion for making things and a curiosity about how they could be made better, for hand, body and spirit; and to factor in a sense of the expectations of the new consumer. It also has to be supported by increased professional development for teachers, that involves professional makers and designers from a wide range of practice, and those agencies and organisations representing the creative and cultural industries. Most importantly, craft’s contribution to a revised design curriculum is not only making skills and innovation, but making skills linked to a marketplace and innovation linked to entrepreneurship.

A design dimension of the curriculum  Ken Baynes
Visiting Professor in the Department of Design and Technology, Loughborough University.

The idea of a design dimension of the curriculum emerged during the 1970s and 80s. Since then, society and the world of education have changed dramatically. Key changes include the growth of consumerism; the threatening environmental crisis; the growth in new ways of communicating and learning using digital media; fundamental economic changes and how wealth is created; and major changes in children’s culture and a matching change in how society regards children. These changes make design – and design education – more important.

Our knowledge has increased of how young children think about and go about design, and see it as a factor in their lives. We now have a good model of the developmental stages that children go through in design awareness and activity. This should be the basis for any future curriculum planning.

In a complementary development, cognitive science and neuroscience are throwing new light both on the nature of designerly thinking and action, and on the personal, social and economic importance of these thought processes. Cognitive science shows that designerly thinking and action are part of all humans’ mental activities. This has settled the argument between two apparently contradictory views that design is highly specialist and complex and that the act of designing is something that people can do only after a long apprenticeship; and that design ability, like language ability, is something that everyone possesses from a young age. Cognitive science shows these two views to be complementary.

Evidence of universal design ability also comes from cognitive science and evolutionary biology. Within humankind’s general framework of intelligence, there are also specific abilities, which have arisen from our remarkable binocular colour vision and our ability to coordinate hand and eye. These include the first technologies and our ability to imagine alternative futures and take social and technical steps to bring about change.

We can get closer to the possible content of a design curriculum by mapping these general expressions of design intelligence on to the emerging cognitive abilities of young children up to the age of seven. It is on these that we need to build in order to construct an effective design curriculum.

The arena for design activity is material culture – products, places and images. It is designerly thinking and action that shapes the future of our made world. It happens at every level and is ubiquitous in its impact. The function of a designed thing always has two complementary aspects – its physical performance and material reality, and its meaning in the lives of those who make and use it. This meaning can be economic, strictly practical, or deeply spiritual and aesthetic. 

Design activity is directed towards the future, It is, therefore, important to understand how designers (and ‘ordinary’ people acting as designers) can envisage the future and engage in behaviours to bring them into existence. People use imaging to visualise or see in the mind’s eye. They communicate about what they have visualised by means of models – drawings, plans, and so on. Designers use models not only to communicate with other people but also to show their ideas to themselves. This is fundamental to the process of developing ideas.

Any future ‘design dimension’ needs to place the core of design activity at the centre of design education. Design activity depends on the specific human abilities to: imagine the world being different from the way it is, and that there can be a change in that world; externalise these imaginings so they can be shared by others and then made real; use tools and natural resources to make these imaginings live in the world of physical reality; and learn from experience. 

Design education must foster these human abilities by encouraging both design awareness (knowing about and understanding design) and design ability (being able to design). The two are inextricably linked and feed off each other in designerly thinking and activity. They relate to the two essential themes in design education in school: Why are things the way they are? (understanding the past and present), and How can things be improved? (speculating about the future).

The basic assumptions, set out in 1981, to underpin the achievement of a design dimension of the curriculum remain relevant:

1. Design awareness and design ability are inherent capacities of all human beings. They can be developed by education.

2. The primary aim of design in general education is to develop everybody’s design awareness so they can: enjoy with understanding and insight the made world of places, products and places; take part in the personal and public design decisions that affect their lives and the life of the community; design and criticise design at their own level for their own material and spiritual needs; bring an understanding of design into their work.

3. Design awareness implies an understanding both of how the environment was shaped (why things are the way they are) and how it can be shaped in the future (how thing might be).

4. Design is about values and valuing. It is concerned with the question: How do you want to live? Education in design must highlight the significance of values and respect their cultural and personal diversity.

5. Design is about compromise. The made environment shows the influence of many different pressures: economic, social, technical, aesthetic, moral, political. Finding the best balance between them is a valuing activity in which design has to propose the most inclusive and potentially enhancing of a range of possibilities. Education can give a direct experience of this work of debate, compromise and resolution.

6. Design studies develop those human skills that are fundamental to design awareness and design ability. Design depends on coherent and purposeful interaction between perceptual, analytical, propositional, communicatory, technical and manual skills. These need to be developed in harmony.

7. In addition to language and number, the development and communication of design concepts depend on imaging and modelling.

8. The secondary aim of design in general education is to provide the seed bed from which will come the range of future professional designers – planners, architects, technologists, engineers, and industrial, fashion and graphic designers. If you get the first aim right, the second will follow.

Effective design education now depends on: a re-emphasis on children’s ability to think and act for themselves and on learning through doing and making; giving teachers more freedom to plan their work; giving aesthetic development a key role in the education of every child; finding space for extended project work; and giving teachers and trainee teachers the opportunity to experience design activity for themselves, and to study the nature of teaching and learning in the field.

The priority is to place ‘shaping the environment’ at the core of the curriculum. Concern for the environment links the private environment of room, home and garden with public spaces, buildings, towns, and the wider world of nature. It encompasses every aspect of design, and reaches out from personal values and responsibilities towards big political and ecological issues.

The original plan for a design dimension saw each subject making a contribution on its own terms. This model lacked the dynamic that would come from putting design at the centre. Design, and its nature and character, has to be at the centre of what we are trying to do, with other things organised around it.
Inspecting design education in schools Peter Toft & Ian Middleton
Peter Toft HMI is Ofsted Specialist Subject Adviser for Design & Technology;
Ian Middleton HMI is Ofsted Specialist Subject Adviser for Art & Design.
A key indicator of the strengths and weaknesses of design education in schools is through the work of the schools inspectorate, Ofsted.

Design & Technology

In primary schools, designing and evaluating are at their best when pupils are competent in making their ideas with precision and skill. When practice is good, it can be truly inspiring. Pupils respond well when designing activities focus strongly on functionality.  They see the importance of developing products to meet specific needs, of planning to bring this about. They understand how prototypes help them to test products and their manufacture in conditions approaching reality before final construction. Weaknesses in primary design & technology include a lack of focus on function; boring teaching of designing; pupils’ lacking technical knowledge and having weak practical skills; and a marginalisation of the subject in schools.
Design & technology continues to be popular among a majority of secondary pupils.  It remains the fourth largest subject in GCSE entries, after the three core subjects. However, entries fell by ten per cent in 2005, reflecting the subject’s loss of compulsory status in Key Stage 4. Attitudes and behaviour are good in most lessons, and teachers continue to ensure that pupils work safely and hygienically with complex processes and equipment. Weaknesses at secondary level include formulaic coursework; separation of art & design from design & technology; boys being outperformed by girls; restrictive teaching at Key Stage 3 with lack of differentiation; too little use of the Key Stage 3 strategy work; and less able pupils put off by the paperwork required to produce coursework design.

Art & Design

In art & design, pupils are expected to create design and develop an appreciation and understanding of the work of other designers. The strengths of working with other designers include the introduction of unfamiliar experiences; existing experiences applied; and knowledge is transformed into understanding. The weaknesses are that contemporary designers are often less well known than artists; and long-term impact is not embedded enough into the curriculum or teaching. Working with design from different times and places offers pupils such strengths as understanding influences; challenging the meaning, role and status of the designer; and seeing the effect of design in society. However, secondary sources predominate, with too much stereotyping, and under-use of local resources.

Design communication enables pupils to use the diversity of the media creatively; to communicate thinking through designing; and to improve three-dimensional ideas through ICT. Current weaknesses include outcomes being analysed at the expense of process; insufficient exploration of different approaches to designing; and purpose and meaning not being explained enough. The positive element of designing for a purpose is reflected in a growth of applied exam courses; the impact of contemporary practice on critical thinking; and a greater awareness of the motivations of different learners. The negative side includes differentiation predominantly by outcome; curriculum change being out of step with external needs and opportunities; and an inconsistent understanding about purpose.

The subject section in the Annual Report for 2004-05 of Her Majesty’s Chief Inspector of Schools makes no specific mention of design education – despite it supposedly being a key element of ‘art & design’. Design education therefore continues to be much neglected, and Ofsted notes that the art & design curriculum has narrowed, and suggests ‘…more needs to be done to transform the relationship between art and design in schools, the creative industries and the cultural sector’.

Summary of issues

The results of Ofsted inspections raise the following issues. How do we:

· demonstrate the value of teaching design in art & design and design & technology to parents, the education community more widely and the nation’s political and industrial leaders?

· improve teaching and learning ‘to design’ and ‘about design’?

· eliminate formulaic teaching and learning?

· reconcile open-ended designing with technological complexity?

· link the art & design and design & technology curriculum productively?

· decide the balance between form and function?

· close the gap between the design curriculum in schools and the needs and opportunities of the creative industries?

A local authority adviser’s perspective David Prest
County Adviser for Design & Technology Cornwall and Manager of

the Design and Making Centre in Redruth.

Design is at the centre of the curriculum which influences and involves all other subjects. It can be used to pull together knowledge and understanding. We have to empower children to clarify and communicate their ideas through talking and writing, modelling and drawing. We have to build in a visual and sensory aspect to what they do, married with the scientific and technological processes of design. 
We need to define what we mean by design & technology; it can be difficult for schools and parents to grasp the concept. The pedagogy of design & technology is about collaborative learning; about teachers and pupils working together; sharing and finding out together. The teacher is the facilitator but within a structure that is open enough to allow pupils to direct what is going on. We should encourage teachers to think more about what they do and why they are doing it rather than relying on documentation.

How do we encourage creativity in schools? is the wrong question. The right question is: What do we do in schools that inhibit creativity?
A designer’s perspective Richard Powell
Co-founder of the design consultancy Seymour Powell.

Design is about making things better – for people, business and commerce, and ultimately for the world. The design process has three stages: idea, belief and embodiment; the idea is the most important stage.

To be a designer and to be creative, you have to think differently. In order to do so, you have to build in ‘bandwidth’. You have to operate along the length of a line between industry and engineering, art and culture. Design does not exist in the centre of that line but ranges along its length. It is this ‘bandwidth’ of thinking that creates designers. 

What is crucial to design is that we have to learn to look rather than see. Looking is active; seeing is passive. Designers notice things that others do not. It is also crucial that they understand people. Anthropology is more important than technology.

We have to shift paradigms to create new things. Be frustrated at how the world is and have an unshakeable belief in our ability to make it better. We need constantly to ask ‘why not?’ rather than, the question most companies ask, ‘why?’.

Debate and conclusions

The main issues for the seminar participants were education, advocacy, engagement, progression and assessment.

The education system as a whole is not benefiting from the current upsurge of interest in and focus on the creative industries in the way we might expect. Social attitudes to creativity lag behind the rapid development of these industries. We risk losing our creative and innovative edge as a nation by maintaining an education system that lacks the critical ingredients provided by design education and the creativity it encourages and refines.

In planning education for the future, we cannot predict what will happen within, and to, society. It is estimated that 40 percent of all the jobs that the current generation will go into have yet to be invented or created. The key factor is flexibility.

Schools have to be more creative in use of time, resources and teams. Secondary schools must find ways to encourage teachers and departments to work together. They have to make use of time that better suits design education, such as setting longer timescales for projects and building in periods for reflection.

There are questions about the current structure, content or place of design in the curriculum within the two defined areas of art & design and design & technology.

Designers and design educators do not talk to one another enough. More formal contacts and partnerships between the design industry and education should be established, with designers, university design departments and their students working with schools and art & design and design & technology teachers.

We do not yet have an exam and assessment system that is fit for purpose. That system has to combine pragmatism with vision in creating a workable process that allows for students’ creativity and ambition. Assessment procedures should take more account of ambition and risk-taking within students’ design ideas. Schools and parents should be persuaded of the greater value of such an approach. 
Teachers should be better supported to develop design knowledge and awareness, skills and pedagogy through better initial training and greater opportunities for professional development and industry-school contacts. Better training is central to achieving a new approach to design education and requires radical solutions.
More powerful levers than disseminating good practice are needed to bring about real change. They include advocacy at the highest level through the subject associations and design champions to influence Government; and communicating with art & design and design & technology teachers so they can become champions in school to influence senior management, governors, parents and pupils. They should be better briefed to explain why design education is important and why designing is a crucial educational experience.

The subject associations should work to be a bridge between teachers, higher education institutions (HEIs) and the design profession to communicate new ideas, to disseminate research and help to develop the advocacy tools and resources to enable teachers to take the debate forward. 

Major issues to be discussed include progression and assessment from three to 14, 16 and 19; the changes at Key Stage 3 and to GCSE and A-levels exams; the introduction of specialised diplomas; curriculum development and teachers’ professional development. Design education is seen to be just the beginning of the process of change and development.
Action points: 20 things to do 

Individuals

1. Advocate for design education in school, the local community and design industry.

2. Rethink personal and professional attitudes and perceptions of design and design education.

3. Provide local forums for debate and research.

4. Promote dialogue and collaboration between art & design and design & technology colleagues about curriculum, resources and professional development.

5. Establish networks and progression between key stages and education and training phases from the early years to higher education.

6. Develop partnerships between schools, design students, and the design industry.
NSEAD and the Design & Technology Association

7. Lobby government and its agencies to put design education at the heart of the curriculum. 

8. Work with the design industry to build greater collaboration with schools.

9. Provide opportunities for advocacy, debate, networking and research.

10. Promote and provide ideas, resources and professional development for teachers.

11. Support schools, teachers and pupils in developing good practice and design awareness.

12. Work more closely together and liaise with other subject associations.

Government and its agencies
13. Review and revise the potential design curriculum and its assessment processes.

14. Commit more resources to design education.

15. Develop a coherent strategy for design education.

16. Put greater emphasis on art, design and technology, and their processes, in the initial training of teachers.

17. Promote cross-subject and cross-curricular approaches to design education.

18. Establish and promote centres of design education excellence in schools on a regional basis.

19. Work with the subject associations to extend professional development opportunities in design education.

20. Promote the importance of design and design education to the British public.

INTRODUCTION
Christopher Frayling

‘Design & technology should be moving from the periphery of the school curriculum to its heart as a model of the combination of knowledge and skills that will be at a premium in the knowledge economy. It is from this best practice that other subjects can learn about effective teaching and learning for innovation.’  Professor David Hargreaves, former chief executive of the Qualifications and Curriculum Authority

Many people now argue that design & technology is the pre-eminent subject for developing the creative and collaborative thinkers we need for the knowledge economy of the future. It adopts a project-based approach, the making of prototypes, a suck it and see attitude. In addition, design & technology is a radically multi-disciplinary subject, and therefore attractive to those who are interested in such learning. It can be used as a motivational focus for learning across the curriculum. 

Yet, the schools inspectorate Ofsted has recently noted that the rise in design & technology standards in the primary sector has been painfully slow due to the understandable emphasis on literacy and numeracy, which had tended to squeeze out design & technology. In the secondary sector, the subject remains popular and results continue to improve, but these are consistently lower than for many other subjects. Making design & technology optional at Key Stage 4 is having an impact on the level of student take-up of the subject; 40,000 fewer students taking GCSE in 2005 compared with 2004.

One of the ironies of this situation is that in public discourse there has never been such support for the creative industries as a concept, whether it is the Chancellor of the Exchequer following his trip to China or the Prime Minister giving speeches on design. But the subject is wobbling in the schools sector.

This seminar is timely. There has recently been a very challenging report by the Design Council and Creative & Cultural Skills on Design a New Design Industry which writes in trenchant terms about the teaching of design in schools, which should be much more closely integrated with the professional practice of design.

It raises the question: How do art & design and design & technology mesh with the professional practice of design? Far too few teachers have any experience of the real world of design, which encourages them to favour neat presentations over innovative or user-centred ideas. There is no national professional development scheme for teachers. There should be more of a common design curriculum with common elements and streams rather the current carousel approach which rotates between specialisms, sometimes presenting design as a series of unconnected and repetitive activities. You go over the same ground within different sub-disciplines of design and maybe some sort of core could emerge. Design & technology and art & design departments in schools should talk to each other much more often. The new applied diplomas for 14 to 19 year olds should be considered very carefully indeed, not as purely vocational or purely academic, which is how the subject is being presented at the moment – skills in the one corner, universities and academe in the other – but as a subject that combines both: theoretically informed practice and practically informed theory. There has to be a way of steering between the skills agenda and the university agenda to get to that point.

The report concludes with a challenge: How can the professional practice of design, which is a rapidly evolving and changing field professionally and technologically, be communicated to 24,000 schools? These issues and challenges are reflected in the views of design students, and specifically my ROYAL COLLEGE OF ART students.

First, when in 1990 the C was dropped from CDT  (craft, design & technology) to create a stronger emphasis on creativity, along with more technology-based content, was enough importance given to making? Many digitally-oriented students now feel there was not. So was making dropped prematurely from CDT? Students say that in school there was a welcome emphasis on making prototypes, but not enough on getting to know materials and techniques very intimately. An unpublished Design Council survey of pupils in 1999 found that over 75 percent said they enjoyed doing design & technology because they wanted to design computer games.

Second, students feel there is a tension between vocational and academic arguments for art & design and design & technology, which creates a muddle in terms of preparing students for the creative industries on the one hand and using design as a contemporary life skill on the other. It reminds me of the Herbert Read comment about teaching to art and teaching through art from his 1940s book Education through Art. ROYAL COLLEGE OF ART students, especially product and communications students, feel strongly that they should be both vocational and academic – and not enough people are saying that. The vocational argument is very strong at the moment with the growing importance of the creative industries to the UK economy.

Third, this vocational/academic issue is very significant for today’s students because when they were on their HE/FE courses in 2003 there were 140,000 students completing HE/FE design courses (2,000 HE and 500 FE courses). The latest survey by Design Week says a total of 6,315 graduates got jobs in 2004. So there is clearly a mismatch between education and the expectations of the creative industries. And if the arguments are purely vocational it is incredibly inefficient; but if there is something more going on when teaching design it may be very efficient at that something else. But we need to clarify that argument in order for it not to seem inefficient.

Fourth, the maverick, rather volatile nature of design is its great strength and they are worried that, through the need for everything to be nailed down and a fear of where the subject might lead, the subject could become too conventional and dull. In particular, they confirm that art & design departments tend not to communicate with design & technology departments at school. Interestingly, in 2003 a strategy group report to ministers said that ‘design & technology is a maverick in the curriculum neither a specialist art nor a specialist science’. The danger in this is that design and creativity can be squeezed out as teachers are forced to focus on the basics partly through snobbery on the part of school managers and parents about how central design and creativity are becoming in the modern world.

There is a crying need for new blood in the profession to teach design in schools, who know what is going on in design and technology in the profession. So there should be a big push to encourage more design students to go into teaching design in schools. We need design teachers with one foot in teaching and the other in the profession.

In sum, there is a disjunction between what happens in school and the spark of the real design world: How do you capture that spark and at the same time be sensible about how to organise design education? That is the central dilemma of the day.

Professor Sir Christopher Frayling is Rector and Vice-Provost of the Royal College of Art and Chair of Arts Council England. 

DESIGN EDUCATION: Now you see it, now you don’t
A position paper prepared by the Design and Technology Association (DATA)

and the National Society for Education in Art and Design (NSEAD)
Richard Green & John Steers

Since the Great Exhibition of 1851, successive governments have recognised the importance of design. From 1945, there have been various attempts to develop design education in secondary schools. After the Second World War, design education was generally seen as an element within either ‘Art, Craft and Design’ or within ‘Craft, Design and Technology’ (CDT), the latter a subject that developed in the 1960s out of a general dissatisfaction with traditional boys’ crafts (woodwork and metalwork) and girls’ crafts (needlework, cooking, child care and home economics). 

The paradigm shift required to establish CDT was hampered by a reluctance of many teachers to move away from the safe ground of their training and long-established workshop practices. At the same time, most art teachers were aware that ‘art’ and ‘design’ were interdependent and interrelated.  However, this was not enough to change practice in schools that was essentially fine art-based with some additional craft activities such as pottery, textiles (woven and printed) and, occasionally, jewellery.  
From the 1960s to mid 1980s, 'Design Education' offered a new rationale for integration into the art curriculum.  The work of Peter Green1 at Hornsey College of Art and of the Royal College of Art's Design Education Unit, under the guidance of Professor Bruce Archer, were particularly important in this respect.  The active intervention of the Design Council with a number of reports
 and the ‘Schools’ Design Prize’ were also significant in establishing awareness of the ‘subject’.  Design was seen as a critical area of experience and learning in the contemporary world that required a strong cross-curricular approach in schools.  Ken Baynes' seminal paper Defining a Design Dimension of the Curriculum
 provides a full account of some subtle ideas about the cross-curricular nature of design education that deserve to have flourished much more than they did. Unfortunately, these were discarded in developing the predominantly subject-based National Curriculum in England (but much less so in Scotland). 

Even before the National Curriculum was mooted, then Secretary of State Sir Keith Joseph was concerned about overlap and repetition in the school curriculum.  This is probably why the early National Curriculum proposals referred to ‘Art’ and ‘Technology’ as foundation subjects.  Significantly, the word ‘design’ disappeared from both subjects, giving a perhaps unintended but nevertheless clear message to teachers.  While art did not regain the title ‘Art & Design’ until 2000, technology had an even more troubled genesis.

Duncan Graham, one-time chair and chief executive of the National Curriculum Council, observed: ‘When technology first appeared on the agenda of the National Curriculum Council it is fair to say that nobody was clear what it was and it was left to the working group to invent it’.
 He suggested that technology had all-party support from the politicians because it promised to break down the academic and vocational divide in education and, very provocatively, he proposed that technology could be 

‘… at the beginning of that revolution as, for the first time, thinkers will be forced to make and the makers will be forced to think'.
 Graham also revealed that he was uncertain about where the concept originated of technology in the National Curriculum, but he expressed the view that both civil servants and politicians:


‘…felt it was time to do something to remove the grip of woodwork and metalwork for boys and needlework and domestic science for girls, following the successful experience of the Technical and Vocational Education Initiative (TVEI).’

Design education does not appear to have been discussed at all in the early 1990s. Following criticism from the National Curriculum Council and the Engineering Council, then Secretary of State John Patten announced in 1992 a ‘carefully delineated review of the technology Order' to be carried out by HMI. Following the HMI’s report, the revised technology Order was postponed for one year to permit further development and consultation. It did not come into effect until September 1995. Gordon Warren, a former HMI and then director of the Design and Technology Association (DATA), commented on the proposals: ‘To relate [activities] always to a `product' outcome was seen to limit significantly the opportunities to develop design capability’.

The 1993-94 Dearing review of the National Curriculum recommended it be reduced to ‘manageable size’ with a focus on the core subjects of mathematics, science and English. The statutory requirement for technology at Key Stage 4 was reduced to a short course. The 1995 Order, renaming the subject `Design and Technology' (D&T) – ​following the introduction of a separate Order for information technology – could perhaps be accepted as a definition of `school technology'. But it did not fully address the much wider field of designing and making, aspects of which may require knowledge and understanding of a vast range of appropriate technologies. 

With the introduction in 1995 of the revised National Curriculum Order for D&T, standards improved markedly because the clearer Programme of Study helped teachers plan more effectively. There was a return to a higher proportion of practical work, rather than paper-based project work, with pupils developing better D&T capability. Many teachers had found the original Order for D&T problematic. It was difficult to understand and open to wide differences in interpretation, and teachers had insufficient time to plan the required new approaches. 

The 1995 programme of study defined the knowledge and skills more clearly.  In 2000, further pressure to slim down the requirements, particularly for primary schools, meant the programme of study was reduced, but supported by exemplar schemes of work and guidance. The revised programme of study set in statute the teaching methodology with three different types of activities – product evaluation, focused practical tasks, and design and make assignments. There was also a focus on inclusion so that the programme of study accommodated a wider range of pupil ability. The programmes were also updated to include modern technologies, such as smart materials and CAD/CAM. The attainment targets were reduced from two to one for holistic designing and making. For the first time, the subject had an ‘importance statement’ defining the unique contribution of the subject in the curriculum and a vision for it. 

Since 2000, some departments have struggled to live up to the vision set out in the importance statement. Over several years, Ofsted inspections revealed that making skills were better taught than designing skills. Consequently, in 2005, the Key Stage 3 National Strategy Foundation Subjects D&T programme was implemented to improve specifically the teaching of designing and planning for progression. Providing professional development for teachers to support their teaching of designing skills has resulted in significant positive impacts. However, the limited national roll out of the training meant not all teachers have been able to benefit and thus the overall impact on the subject community as a whole has been reduced.

Research into D&T teaching provides a strong set of supporting statistics. In common with art & design, the subject improves pupils' self esteem, motivation and achievement. According to Ofsted reports, D&T subjects show the greatest improvement in terms of results, and pupils with special educational needs make better progress in D&T than other subjects. Other research shows it is the least truanted lesson, while simultaneously contributes to improved numeracy and literacy. Against these success stories is the potential threat to reduce D&T's contribution to the Key Stage 3 curriculum. The number of students passing GCSE examinations in D&T fell by approximately 10 percent in 2005 as a result of the removal of the subject’s statutory nature at Key Stage 4. Educators and industry are worried that this decline might continue as a result of the current education White Paper's recommendations.

England and Wales were the first countries to introduce design & technology as a compulsory subject for all pupils from 5-16 over 15 years ago and have since pioneered its development, with considerable interest from around the world.

Art was also subject to revision by the 1993-94 Dearing review, but was essentially limited to a précis of the previous Order.  The title ‘Art’ was retained although, as before, a footnote stated: ‘Art should be taken to include art, craft and design’.  Despite the subject’s re-designation 'Art & Design' by the Qualifications and Curriculum Authority (QCA) in 2000, little progress has been made to halt the subject’s retrenchment into a limited fine art approach. 

What remnants can be found in schools today of the developments in design education within art & design in the 1970s and 1980s – and whatever happened to the crafts in education?  Ten years ago, Mason and Iwano 
 reported on the crafts decline in curriculum and now they have all but disappeared in many art and design departments.

Evidence in the 2004 NFER report School Art: What’s in it? 
 confirms concerns about the current content of the art & design curriculum in many schools. NFER noted various prevalent characteristics of ‘school art’, including the use of painting and drawing as the predominant medium in which pupils work, and the emphasis on development of art form skills. Sparse evidence was found of effective use of ICT – a finding earlier confirmed by Arts Council England’s report Keys to imagination: ICT in art education that concluded:
Overall, evidence from the whole array of research sources paints a disappointing national picture. It shows little consolidated progress in effective integration of ICT into art and design education in schools, even while there are undoubtedly areas of practice which are effective and occasionally inspirational. Moreover, results from national ICT surveys suggest the situation is getting worse not better.
 

Significantly, the subject section in the Annual Report for 2004-05 of Her Majesty’s Chief Inspector of Schools
 makes no specific mention of design education – despite it supposedly being a key element of ‘art and design’. Clearly design education continues to be much neglected, and Ofsted notes that the art & design curriculum has narrowed, and suggests ‘…more needs to be done to transform the relationship between art and design in schools, the creative industries and the cultural sector’.

Has the time come when the needs of pupils, higher education and employers would be better served by a bold revision of the fundamental approach to this area of study by embracing and developing a concept of design education across the curriculum?

Richard Green is Chief Executive of the Design and Technology Association (DATA) and John Steers is General Secretary of the National Society for Education in Art and Design (NSEAD).
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THE ROLE OF CRAFT IN

RESHAPING DESIGN EDUCATION

Lesley Butterworth

The contemporary crafts have a vital role in developing new approaches to design education in schools.  Some definitions of design provide a starting point.

Design is making things better for people.1
Design is what links creativity and innovation. It shapes ideas to become practical and attractive propositions for users and customers. Design may be described as creativity deployed to a specific end.2
…designers are distinguished by their critical engagement with a consumer, which is manifest in their ability to give material expression to consumers’ desires and perceived needs, sometimes before consumers are even aware of them.3
The demands on design have changed, product ranges have increased, fashion periods have shortened…the goal of the consumer is to be different and individual. In the post-modern economy a products look, feeling, meaning and associations are all important. This puts more pressure on the designer, as design must add new layers of meaning to products and services, tuning them to their cultural surroundings and lifestyles.4
Contemporary crafts practice itself can be defined as the production of objects originated by makers working as individuals or in small teams. They are informed by an understanding of the design process, and inspired by the aesthetic and technical challenge of both conventional and innovative tools and materials. The same person or team may design and make a prototype, and then go on to create a single one-off item, or a series of pieces from that prototype. Batch production involving the factory line is not unusual within the contemporary crafts. There is frequent innovative and creative use of computer programmes, particularly in textiles. 

Craft practice is experimental, dynamic and progressive. Professor Mike Press, former head of Gray’s School of Art in Aberdeen, explains:
‘Hybrid practices are blurring creative boundaries – not just between craft forms – but between craft, performance and film. New technologies enable makers to integrate digital and hand processes. Against a backdrop of globalisation and increased homogenisation of consumer goods, craft plays a defining role in articulating cultural identity.’5 

In April 2004, a joint Arts Council/Crafts Council survey identified 32,000 makers within the crafts sector generating a turnover of £826 million.6 The characteristics of this crafts sector are seen as ‘stability, entrepreneurial spirit, networking, collaboration, portfolio working and lifestyle fulfilment.’ The sector is also part of the cultural and creative industries – among the fastest growing industries in the economy. These industries are defined by the DCMS as:
…those activities which have their origin in individual creativity, skill and talent and which have a potential for wealth and job creation through the generation and exploitation of intellectual property.

The value of cultural products thus lies in their content. This content may be informative, attractive, entertaining and persuasive. Yet a reel of tape or a digital image has value in its information, not its physical materials. A designed object has value in its delivery, not necessarily in its method of production. A craft object combines all of these qualities.

Broadly speaking, both designers and makers create or make products and systems and bring them to the market place. They both respond to and create demand. Innovation in design is often market led, innovation in craft is often maker led; a maker will design for the consumer and the gallery space, a designer for the consumer and the production line. Yet, balanced by this market awareness, many makers challenge their practice with the following question: ‘How can I adapt to a client’s wants and needs without compromising the artistic vision, or the direction I wish my work to take?’ 

Consumers and audiences for art, craft and design, and for cultural provision are shifting. We are in an ‘experience economy’, with more diverse and demanding consumer and audience groups seeking more complex and participatory goods and services. It is therefore essential that we understand consumers’ changing needs. 

Makers are therefore an acknowledged part of the creative industries. But we need a more focused partnership between schools, makers and crafts agencies to bring into the classroom a greater understanding of the creative, intellectual and economic value of the creative industries and their products.
The contemporary crafts can offer schools a unique balance of artistic vision and market awareness. This is underpinned by making skills in a way that no other sector can provide. The contemporary crafts can bring intelligent making into the classroom, a personal understanding of the made world, the research and use of traditional and digital tools and conventional, innovative and sustainable materials.  

A revised design curriculum needs to inspire a passion for making things and a curiosity about how they could be made better, for hand, body and spirit; and to factor in a sense of the expectations of the new consumer. It also has to be supported by increased professional development for teachers, that involves professional makers and designers from a wide range of practice, and those agencies and organisations representing the creative and cultural industries. The proposed network of Creativity and Innovation Centres, recommended in the Cox Review, could be potential venues for such work. 

Most importantly, craft’s contribution to a revised design curriculum is not only making skills and innovation, but making skills linked to a marketplace and innovation linked to entrepreneurship. That entrepreneurship includes a clear eye to the future, anticipating the products, experiences and systems that people will need tomorrow – and in five years’ time.

Lesley Butterworth is Director of the Making It Work programme to encourage and enhance the study of the practical applications of craft at all levels of education.
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MAKING IT WORK

Making It Work creates opportunities for the contemporary crafts to be practised, appreciated and understood in education. It does this through advocacy, projects and partnerships, and by involving professional craftspeople and their work. Making It Work aims to encourage and enhance the study of practical applications of craft at all levels of education, using a diverse programme of projects, resources and dissemination. It also aims to broaden public perceptions of craft, including the products we use and the environment in which we live, and to make craft accessible to a wide audience.

Its objectives are to:

· provide a professional development programme for teachers, craftspeople and educators in the cultural sector;

· develop a framework to support the greater inclusion of craft in vocational education for young people in the 14-19 sector;

· promote the effectiveness of craft as a vehicle to support social inclusion and cultural diversity;

· promote the position of craft in education.

It works with teachers and pupils in formal education, students and lecturers in further and higher education, practicing craftspeople at all stages of their career, and educators within the cultural sector

Since its inception in 2001, Making It Work has been supported by five key organisations: Reading Museum Service, University of Reading, Athene Trust, National Society for Education in Art and Design (NSEAD), and Arts Council England South East.

For more information, contact Making it Work, Reading Museum Service, Blagrave Street, Reading RG1 1QH; phone 0118 939 9888; email info@makingitwork.org.uk; website www.makingitwork.org.uk
A DESIGN DIMENSION OF THE CURRICULUM

Ken Baynes

The idea of a design dimension of the curriculum emerged during the 1970s and 80s. This was a period when a framework for design education was developed in the context of a design education ‘movement’. Since then, we have lost focus and the amount of real design education in primary and secondary schools has become minimal.

The pioneering work of the 70s and 80s still has much to offer, particularly in the intellectual framework developed by Bruce Archer and his colleagues at the Royal College of Art. However, society and the world of education have changed dramatically, and it will not do simply to reinvent the past. The content and framework devised then appear to remain valid, but the problems of implementation – and the world in which we are living – are now very different. We have to think again.

Some key changes since 1980 include the steady growth of consumerism; the ever more threatening environmental crisis; the dramatic growth of new ways of communicating – and thereby learning – using digital media; fundamental changes in the economy and the ways that wealth is created; and major changes in children’s culture and a matching change in how society regards children.

Each of these changes has the effect of making design – and design education – more important.

In education, the effect of the National Curriculum on design has been largely negative. However, an unplanned, and very interesting, side effect is that because design and design activity have become a compulsory feature of primary school life, we have enormously increased our knowledge of how young children think about and go about design and see it as a factor in their lives.

For the first time, we have a good model of the developmental stages that children go through in design awareness and activity. This should be the basis for any future curriculum planning, particularly for the primary school. And if we do engage in new curriculum planning, we need to start with that basic building block and build upwards.

In a complementary development, extraordinary progress has been made in cognitive science and neuroscience. Work in these fields throws new light both on the nature of ‘designerly’ thinking and action, and on the personal, social and economic importance of these thought processes.

What cognitive science seems to have done is to show conclusively that designerly thinking and action are features of the mental activities of all humans. It has settled the argument between two apparently contradictory views of design:

· that design is highly specialist, complex and even esoteric, and particularly that the act of designing is something that people can do only after a long apprenticeship;

· that design ability, like language ability, is something that everyone possesses at least to some degree.

Cognitive science shows that these two views are in fact complementary. The highly complex skills of the professional engineer, fashion designer or CGI artist are simply the specialist development of abilities and understandings that we all have. The fact that we do not always find them present in everybody is partly because we fail to develop them consistently.

The design education ‘movement’ always took the broad view, and in doing so they were building on the distinguished tradition that included William Morris, WR Lethaby and Eric Gill. Much of my own work has been concerned with looking for evidence of latent designerly thinking and activity in young children. It is now clear that babies very quickly become aware of their environment, and want to engage with and even control it. In early play, the role of objects and playthings is important. Many classic children’s games involve building worlds of people and things that echo the adult environment, but which have to be created using imagination in conjunction with physical props. Pretend shops, houses, vehicles, streets and imaginary places all feature in the mental world of children by the time they reach primary school. They already imaginatively engage with those things that designers design.

Children use first drawings as a flexible and versatile way of modelling. Early mark making leads not on not only to art but also to symbolise meaning, written language, numerical notation, diagrams, maps and plans. Children’s engagement with materials such as paper or clay is exploratory, curious and experimental. It turns out that design capability and what we might call a ‘designerly attitude’ is very evident in the activities of four and five year olds.

Evidence of universal design ability also comes from cognitive science and evolutionary biology. The evolutionary story lays great stress on humankind’s ‘general purpose intelligence’, which enables us to deal with unexpected events. Within the general framework of intelligence, there are also quite specific abilities, which seem to have arisen from our remarkable binocular colour vision and our ability to coordinate hand and eye. These include the first technologies but also our ability to imagine alternative futures and to take social and technical steps to bring about change. It is this momentous ability that has brought us to the point where we have become responsible not only for our own made world and our species’ future survival, but for the survival of the whole planet.

Where do we look to see these abilities in action and where do we find their results? Put another way, where do we discover evidence of the ‘design dimension’ of life?

Selected traces of design intelligence and the design dimension
Biological/Cognitive

· Brain activity associated with learning to see, imaging and hand/eye coordination.

· Brain activity associated with making plans for the future.

Currently, these areas are treated separately in neuroscience and it will be fascinating to see them brought closer together. Designers and design educators might work with neuroscientists to explore this area.

Social

· Existence of a made world in all human cultures.

· Adaptation of the environment instead of adapting to the environment.

· Existence of professional bodies and pressure groups related to design.

· Political decisions about the future of the made world and the natural environment.

· Wealth created by added value in products, places and entertainment.

Personal

· Individuality of designed things.

· Existence of fashion, taste, and aesthetic judgment.

· Existence of design values, eg. truth to materials, form follows function, regard for the user, respect for nature and the environment.

· Affective identification with made things.

Communication codes/Modelling media

· External models of what has been imagined or ‘seen in the mind’s eye’.

· Drawings, plans, prototypes, and other models of future design.

· Talking and writing about design.

· Design simulations in computer programs.

We can get closer to the possible content of a design curriculum by mapping these general expressions of design intelligence on to the emerging cognitive abilities of young children up to, say, the age of seven. For it is on these that we need to build in order to construct a design curriculum that has a bit more bite.

Selected aspects of design intelligence in young children
Biological/Cognitive

· Framework of maturation: the stages of development.

· Development of perception.

· Development of hand-eye skills.

· Use of all senses to explore the world.

In terms of biological and cognitive development, we do now have a good idea of the developmental stages in relation to young children on which we can build.

Social

· Use of toys representing the made world.

· Taking part in the family’s work of shaping their environment (practical design activity going on around the child at home is hugely underestimated by educationalists). 

· Responding to the local environment (a source of knowledge and experience for the child often neglected by schools).

· ‘Designerly play’ classic games to do with people and the made world.

Personal

· Development of the ‘object concept’.

· Development of aesthetic response to colour, pattern, shape, form and movement.

· Affective relationship with objects.

· Understanding the environment, changing the environment.

· Development of likes and dislikes: choice in food, clothes, personal possessions, activities.

· Appreciation of cause and effect, allowing planning for future change.

Communication codes/Modelling media

· Use of materials as a medium for exploring ideas and designs = use of materials as a modelling medium in play and games.

· Use of language to deal with the qualities of places and objects.

· Use of drawings and models to represent objects and to tell stories.

The arena for design activity is material culture, aptly described as products, places and images. It is designerly thinking and action that shapes the future of our made world. It happens at every level, from high-technology engineering and architectural offices, through fashion design and film studios, and importantly to the individual householder creating a setting for family life. It is ubiquitous in its impact.

It might be thought that design is therefore about material things. This is not the case. It is also about people. The world that we make only has meaning in the context of human ideas, aspirations and values. Designing a product, a place or a message is also to design some aspect of human behaviour. The two are so inextricably linked that one needs to describe the function of any design in a way that will encompass those two areas.

So the function of a designed thing always has two complementary aspects – its physical performance and material reality, and its meaning in the lives of those who make and use it. This meaning can be economic, strictly practical or deeply spiritual and aesthetic. Very often a design will play to all of these roles and many more.

Design activity is directed towards the future, It is, therefore, important to understand how designers (and ‘ordinary’ people acting as designers) can envisage the future and engage in behaviours to bring them into existence.

The key is to be able to imagine them. It was Bruce Archer’s great contribution to identify design activity with a particular aspect of the human mind – its capacity to deploy cognitive models that ‘image’ past, present and future. We know this imaging happens in the sight-decoding areas of the brain. But the nature of the image as experienced by the designer remains hard to describe. Yet we are all able to do this. Bruce Archer described what designers do as ‘seeing in the mind’s eye’. There is more to it than that, because these imaged realities deal not only with vision but model all the other sensory inputs as well. For example, a designer might have to image the texture of a future wall, the sounds in a future concert hall, or the odours to be extracted from a future kitchen.

To help them develop, capture and communicate their internal models, designers have over the centuries invented a whole range of external modelling media – drawings, plans, maps, three-dimensional models, mathematical formulae, storyboards, rough lash-ups, highly developed prototypes, computer programs and many others.

The interaction between the inner world of ‘imaging’ and the external world of physical models is dynamic. It is a creative interaction. The external models show designers more about what they are imagining. They verify and extend; they feed back into the mind and can change what is imaged. They are a medium for speculation and communication.

The use of external models are also a key to organising the social action necessary to bring the designers’ proposals into reality. They are a medium for sharing with others, for gathering their views, and for working together.

[DIAGRAMS – boxed?]

To recap: people use imaging to visualise or see in the mind’s eye. They communicate about what they have visualised by means of models – drawings, plans, and so on. Designers use models not only to communicate with other people but also to show their ideas to themselves. This is fundamental to the process of developing ideas.

One of the great powers of drawing is its extreme compactness in the way of communicating. What a powerful tool modelling can be in sharing meaning and showing configuration, space and the way one thing relates to another.

I want to hammer home these points about the nature of design because it is the key to determining the style and content of design education in the future. The lack of this has been a serious weakness in the past. Any future ‘design dimension’ will need to place the core of design activity at the centre of design education. There is enormous confusion about the nature of what is at the core of design activity. Evidence of this comes from seeing it in two subject titles in the National Curriculum, both of which have every right to be identified with design, thus making it even more complicated and difficult to unpick.

Design activity depends on the specific human abilities to:

1.
Imagine the world being different from the way it is, and that there can be a change in that world. This ability is based on cognitive modelling, or imaging, which enables us to form complex models of reality in our minds. These models can deal with the future as well as the past and present.

2.
Externalise these imaginings so that they can be shared by others and then made real. This ability is based on language, mathematics and models (plans, maps, prototypes, numbers, specifications) that make visible and tangible the cognitive models imaged in people’s minds.

3. 
Use tools and natural resources to make these imaginings live in the world of physical reality. This ability needs social action and knowledge of technologies, tools and materials.

4.
Learn from experience. This ability is based on the use of language and models to record, store, interpret and communicate lessons learned in one situation for use elsewhere. In design, the existing designed world of places, products and images is an essential source of inspiration representing a large part of design’s body of knowledge.

Design education must therefore attempt to foster people’s ability to imagine, externalise, act socially, construct, and learn from experience. This entails encouraging design awareness as well as design ability.

· Design awareness is knowing about and understanding design.

· Design ability is being able to design.

These two are inextricably linked and feed off each other in designerly thinking and activity. They relate directly to the two essential themes in design education in school:

· Why are things the way they are? Understanding the past and present.

· How can things be improved? Speculating about the future.

These two questions, central to human existence, are also the key questions to understanding design and designing.

In 1981, I put forward a series of basic assumptions that would underpin the achievement of a design dimension of the curriculum. I would stand by them today as a programme or set of assumptions to use in trying to clarify the idea of design in the curriculum:

1. Design awareness and design ability are inherent capacities of all human beings. They can be developed by education.

2. The primary aim of design in general education is to develop everybody’s design awareness so they can:

· enjoy with understanding and insight the made world of places, products and places;

· take part in the personal and public design decisions that affect their lives and the life of the community;

· design and criticise design at their own level for their own material and spiritual needs;

· bring an understanding of design into their work.

3. Design awareness implies an understanding both of how the environment was shaped (why things are the way they are) and how it can be shaped in the future (how thing might be).

4. Design is about values and valuing. It is concerned with the question: How do you want to live? Education in design must therefore highlight the significance of values and respect their cultural and personal diversity.

5. Design is about compromise. The made environment shows the influence of many different pressures: economic, social, technical, aesthetic, moral, political. Finding the best balance between them is itself a valuing activity in which design has to propose the most inclusive and potentially enhancing of a range of possibilities. It is up to education to give a direct experience of this work of debate, compromise and resolution.

6. Design studies will seek to develop those human skills that are fundamental to design awareness and design ability. It is typical of design that it depends on coherent and purposeful interaction between perceptual, analytical, propositional, communicatory, technical and manual skills. These will need to be developed in harmony.

7. In addition to language and number, the development and communication of design concepts depends on imaging and modelling. This is the human ability to make and use sketches, drawings, diagrams, plans, scale models, mock-ups, prototypes and the like to represent, shape and evaluate what is and what might be. Design studies will foster people’s skill in using these media for thought and action.

8. The secondary aim of design in general education is to provide the seed bed from which will come the range of future professional designers – planners, architects, technologists, engineers, and industrial, fashion and graphic designers. (I don’t apologise for making that the second aim because I think that if you get the first aim right, the second will follow.) 

I then put forward what now seems a very weak agenda for development:

· misconceptions about the nature of design studies to be identified, confronted and dispelled;

· the scope and character of design as a dimension of the curriculum needs to be extended, made more comprehensive and better defined;

· the teaching and learning relationships implied by the nature of design studies need to be further developed and communicated;

· the interaction between specialist subjects contributing to design awareness needs to be more clearly understood;

· the design aspects of initial and in-service training need to be extended;

· timetabling, courses and examinations need to be adapted to take account of the aims and nature of design education.

Much of this still needs to be achieved. All well and good, but not sufficient – and unlikely to be so now any more than in 1981. In an overcrowded and over-academic curriculum, nothing as sweetly reasonable as this is likely to deliver the goods. It needs a bit more elbow!

As I now see it, effective design education would depend on reversing many of the established features of contemporary teaching and learning. It would need to:

· Place a renewed emphasis on children’s ability to think and act for themselves. They will not get the experience of making decisions and being creative and imagining unless they have more room to manoeuvre than they have now.

· Give teachers more freedom to plan their work. A great drawback of the National Curriculum is that it has tended to take away from teachers one of the most fascinating responsibilities that goes with teaching: to set someone one’s own goals and aims. That in itself would let a rush of energy into the teaching profession.

· Place renewed emphasis on learning through doing and making. There seems to be total agreement at least on that, so why don’t we do it?

· Give aesthetic development a key role in the education of every child. That is not just so they can design beautiful things, but so they can be aware of these sensory inputs and of refining and understanding them so they can use them. Aesthetics is not a decoration on top of the world but the fundamental way in which we receive and give information and shape the world we live in.

· Find space for extended project work.

· Give teachers and those training to teach the opportunity to experience design activity for themselves and to study the nature of teaching and learning in the field.

The priority would be to place ‘shaping the environment’ at the core of the curriculum. Concern for the environment links the private environment of room, home and garden with the local and regional, national and global – spaces, buildings, towns, and the wider world of nature. It encompasses every aspect of design, and reaches out from personal values and responsibilities towards big political and ecological issues.

The environment is available for study everywhere – everybody has one – starting of course with home and school. It means what you do will be relevant to the children and also means that what they are working can be changed and improved by them.

A final point is perhaps more controversial but, I believe, essential. The original plan for a design dimension saw each subject making a contribution more or less on its own terms. Each had its own window on design. But this model lacked the dynamic that would come from the priority to put design at the centre. The result was we did not get a picture of the whole.

I am not sure that it will be worth making a new move in this field unless we do put design, and its nature and character, at the centre of what we are trying to do, and organise other things around it.

Bruce Archer himself believed that a general awareness of design and a concern with its values would help directly to solve many of the problems facing the world, and would contribute to the sum of human happiness. I would have to agree.

Professor Ken Baynes is Visiting Professor in the Department of Design and Technology at Loughborough University.

 What inspection tells us about Creativity, Innovation and Design

in Art & Design and Design & Technology

DESIGN & TECHNOLOGY

Peter Toft

Both art & design and design & technology are immersed in the business of helping pupils to be creative and innovative in designing, and to be aware of the creativity and innovations of past and present designs albeit from different perspectives.                                                                                                 

However, both subjects, even taken together, are not the repositories of all creativity, innovation and designing in the school curriculum. Most subjects lay powerful claims to stimulate creativity, and many involve pupils in designing in one way or another. For example, pupils might consider or develop the design of experiments in science, create a business plan in a business education course, develop a sequence of movements in gymnastics, design a website in ICT, or create a composition in music.

Bruce Archer, former professor at the Royal College of Art, argued at a Department for Education conference in 1973 that to develop design awareness in its most comprehensive sense required individuals to learn from art, music, dance, poetry, craft and home economics, science, mathematics, language and philosophy.  So we are dealing with a highly complex issue.

Design & technology (D&T) emerged as a National Curriculum subject in 1992. At its heart is a statement of importance indicating that D&T involves: 

· creativity, thinking, innovation, designing and problem solving;

· developing ideas to fulfil human needs;

· making products and systems, sometimes using new technologies;

· being sensitive and reflective about aesthetic, social and environmental issues. 

Its core activity as currently taught in schools engages pupils in ‘designing, making and testing functioning products which support our quality of life’.

It was not always so.  The subject originated mainly in manual and domestic craft activities in the late 19th century in which pupils were given little opportunity to think creatively and make decisions about matters going beyond how best to cut, join and assemble materials within tightly prescribed projects.

The subject has evolved steadily, and a glimpse into what was going on in some schools in the 1930s reveals an issue which is still alive today.  A.C.Horth published in 1932 a book for teachers Design and Handicraft. Although the introductory chapter refers to designing as ‘to conceive the whole plan …’ ‘conceiving the need’ and ‘fitness for purpose’, over two thirds of the book is an account of some of the principles of visual design, such as proportion, repetition and surface decoration.  It is about visual and surface design rather than about the business of designing.

This brings us to a key issue. D&T attempts to teach pupils to design and about design, or ‘design’ and ‘designing’. It teaches a set of thinking skills and the technical knowledge to exercise them; and a collection of knowledge and understanding relating to the designed environment, past and present. Though closely related, these are two different things.

Inspection, and a study of external examination specifications, reveal that ‘designing’ as a set of informed skills is very much the senior partner in this.  Although learning ‘about design’ and the work of other designers, for example, is fundamentally enshrined in the National Curriculum’s ‘Importance Statement’, inspection shows it to be a junior partner. Is this balance right?

Designing in primary design & technology

The teaching of design & technology is compulsory in the 5-11 age range and it is also embedded in the programmes being used to organise early learning for 3-4 year olds. In the foundation stage (3-5) pupils develop appropriate enquiry and manipulative skills and extend their understanding of technological world through well-planned activities and structured play experiences such as this. At primary level, pupils clearly enjoy D&T, work hard and behave safely and well.  They generally speak with pride about developing and making their designs. Pupils, especially the younger ones, generally use trial and error to solve problems and develop their designs empirically. 
In primary schools, designing and evaluating are at their best when pupils are competent in making their ideas with precision and skill. When practice is good, it can be truly inspiring.  For example, in an infant school serving a deprived inner-urban area, and where 95 percent of pupils have English as a second language, staff have taken the greater freedom for curriculum development afforded by the Primary National Strategy to develop a form of ‘integrated day’ with much of the teaching foundation subjects organised in topics. This is not a reversion to past practice, some of which was rather woolly when it came to teaching subject content.  Subjects are carefully plotted so that their content is progressively taught. This is now a common activity at Key Stage 2.

We have been through some strange times in the National Curriculum for D&T.  At one stage, many primary teachers had been convinced by reading and training that they were to require pupils to develop their ideas with minimal direction, and that class teachers should avoid intervening and just let them get on identifying needs, designing to meet those needs and making. Predictably, the result was usually at best poor work, and often chaos. Effective D&T teaching accepts that pupils need to be taught and to learn and practice a range of skills.

Pupils throughout the primary age range respond well when designing activities focus strongly on functionality.  They see the importance of developing products to meet specific needs, of planning to bring this about, and they understand how prototypes help them to test products and their manufacture in conditions approaching reality before final construction.
However, there are weaknesses in primary D&T:
· Some tasks do not adequately focus on solving problems to meet specific needs. In such cases, teachers are sometimes confused as to whether the activity is art & design or design & technology.
· Some designing activity is dull and boring.  Pupils underachieve as they are guided joylessly through a rigid sequence of activities involving too little direct experience with tools, materials and ingredients.
· Development work can be held back when pupils lack technological knowledge, for example, of mechanisms when they work on a fairground ride project.  This is often an issue in Year 6 when teachers lack the subject expertise to stretch abler pupils.
· Practical skills frequently let pupils down.  They need and want more guidance on making and designing techniques, and the chance to practise them, in order to be able to realise their ideas effectively.

· Overall, the breadth and depth of coverage in most schools continue to be restricted by the imperative that headteachers feel to concentrate on the tested core subjects.  Although pupils generally do receive a series of design and make experiences, they are not cohesive enough to develop D&T capability over time.  
Designing in secondary design & technology
Design & technology continues to be popular among a majority of secondary pupils.  It remains the fourth largest subject in GCSE entries, after the three core subjects. However, entries fell by ten per cent in 2005, reflecting the subject’s impending loss of compulsory status in Key Stage 4. Attitudes and behaviour are good in most lessons seen, and teachers continue to ensure that pupils work safely and hygienically with complex processes and equipment.

As D&T becomes more technologically demanding, teachers increasingly face a dilemma. For example, one exceptionally talented teacher could just about keep a difficult group working productively.  His encouragement to develop interesting 3D forms, selecting from wide range of processes and materials, was a direct consequence of his success in stimulating pupils to think creatively, but it led to a hugely complex situation in which he required all of his consummate skill to ensure pupils’ making was of high quality across this very wide range of making processes. Less talented teachers would have been faced with chaos.

So, while aiming to stimulate creativity and innovation, teachers have to operate within the tight confines of what can be done with different groups of pupils, and when technological and safety requirements are demanding. With older and abler pupils, taught in smaller groups, the problem of motivating pupils to think deeply as they design recedes. There is a higher level of engagement.

As with primary schools, there are weaknesses in D&T at the secondary level:
· The debilitating effect continues of GCSE coursework assessment procedures and how teachers interpret them whilst under pressure from headteachers to reach examination grade targets.  In too many cases, pupils are pushed through a series of hoops which correspond to stages in designing in order to produce coursework portfolios which score high marks.  This rewards the conformist rather than the risk-taking innovator. It stifles creativity and encourages formulaic thinking and embellishment of design drawing rather than the rigorous design thinking.  Fortunately, the Qualifications and Curriculum Authority (QCA), with its partners in higher education and the awarding bodies, are tackling this issue.

· In most schools, art & design and design & technology departments plough their own furrows as they work towards entirely separate GCSE and GCE exams.  We should not underestimate the intractable organisational problems of promoting linkage between subjects in large secondary schools, but this is a missed opportunity and the National Curriculum merely widened this gulf.

· Boys continue to attain considerably worse GCSE results than girls, although a growing minority of schools are trying a range of useful teaching methods to stimulate boys to improve. This, in our view, is something to do with the nature of the curriculum we teach.

· Some schools teach making skills in structured and effective ways in Key Stage 3.  But pupils have little opportunity to make decisions, plan, analyse and evaluate. This narrow experience of D&T provides a weak foundation for Key Stage 4 studies and it often fails to motivate higher ability pupils who have the capacity to work more independently.

· Most teaching takes place within groups of mixed ability.  Often, teachers are not sufficiently aware of the differing capabilities of pupils in such groups, pitching their teaching at those in the middle of the ability range to the detriment of more and less able pupils.  Setting, though rare, is an effective means of overcoming this, provided teachers pay sufficient attention to the actual capabilities of pupils.

· Some schools have enlivened the teaching of Key Stage 3 as advocated in the National Strategy Training Programme for D&T.  Few have yet restructured the curriculum, however, and they continue to teach a range of disconnected projects and modules with too little regard for the overall development of designing skills and the avoidance of wasteful repetition in the teaching of elements of designing.

· A significant minority of pupils with average or low prior attainment lacks interest in the heavily paper-based work required to produce coursework design, and it requires outstandingly good teaching to overcome this: a commodity which is unfortunately rare.

Peter Toft HMI is Ofsted Specialist Subject Adviser for Design & Technology.

ART & DESIGN
Ian Middleton

The background

The subject title ‘art & design’ or previously ‘art’ encompasses ‘art, craft & design’ according to the National Curriculum definition. This suggests that learners enjoy a broad range of experience in the ten years before they make choices about specific areas to pursue to examination level.

While ‘craft’ remains implicit, ‘design’ appears to benefit from a recognised role within the ‘art & design’ and ‘design & technology’ curriculum. In reality, in many schools fine ‘art’ continues to dominate the skills, knowledge and understanding that learners are taught. The effective teaching and successful learning that lead to high examination results are often restricted to a narrow range of achievement for particular groups of pupils. However, the commitment of pupils who choose to pursue the subject is significant, often driven by a determination to work in the creative industries. A high proportion of art & design students in schools continue into specialist routes in higher education.

Other pupils, despite enjoying many of their individual experiences, remain unconvinced about the subject’s relevance to their future vocation or lifestyle. However, schools with a high proportion of pupils involved in the subject are often highly successful in meeting their needs and interests through courses that contain opportunities to specialise and that balance fine art with work in three-dimensional design, graphics or textiles.

The potential of ‘design’ as a shared objective across the two subject areas, and other areas of the curriculum, is a missed opportunity in the vast majority of schools. Yet the challenge was clear from the start of the National Curriculum. The proposals (1991) made reference to a definition of design developed by the Design Council’s report Design Education at Secondary Level (1980) and repeated in Design and Primary Education (1987) that could be shared:

To design is always to prescribe some form, structure, pattern or arrangement for a proposed thing, system or event. A design is always an integrated whole, a balanced prescription - a product of judgement and invention as well as knowledge and skill.

The proposals also referring to the relationship between art, design and technology: 

Designing requires certain understandings and skills … These wide-ranging characteristics mean that design is an over-arching activity within the school curriculum rather than the property of one particular subject. 

The contribution of art to the arts as a whole has been articulated during a similar period of time. Cross-arts initiatives within schools and the arts sector provide a rich and attractive context to explore interrelationships and discover how one art form can inspire another. 

However, if designing is not the property of one particular subject, where is the responsibility for monitoring and evaluating its development located? Confusion continues. What is art and what is design and technology? What is drawing and what is designing? Uncertainty exists not only in primary schools but also in secondary schools where the identity of courses that have a strong design element, such as textiles or graphics, is more to do with teacher expertise than curriculum rationale. The pockets of outstanding practice located in primary schools and different secondary departments often reflect an individual teacher’s confidence, creativity and culture acquired through continuous professional and personal development. This is often connected to their work as teacher and artist, craftperson, designer, or contact with the contemporary world alongside teaching.

Several initiatives are addressing these issues. For example, the Campaign for Drawing’s ‘Power Drawing’ programme is making a significant impact in developing the role, purpose and quality of drawing and designing across the curriculum and the community. The NSEAD’s ‘Artist-Teacher Scheme’ is an example of in-service professional development that is effectively developing the co-roles of artist, craftperson, designer and teacher.  

The identity of teachers trained through art & design postgraduate courses represents a wide range of art, craft and design disciplines; many have first-hand experience of work in the creative and cultural sector. However, in many schools the depth of newly qualified teachers’ experience is insufficiently used to transform the curriculum and challenge orthodoxy. For some artists, craftpersons and designers who have chosen to teach, a long wait lies ahead before their ability to adapt to breadth or conform to an existing culture of ‘school art’ is rewarded with opportunities to work to their strengths through sixth-form teaching.

This raises several questions about developing creativity, innovation and design in schools; not least, if the first six or seven years of learning about new skills in primary schools were better built on, could the opportunity for their application start much earlier and include opportunities for all pupils to discover the depth of their creativity, their potential to innovate, and ability to use their design awareness? Could the specialist experience of teachers be used more effectively much earlier?          

Art departments in secondary schools are also often small and provision dependent sometimes upon a single teacher. This raises the question of how to provide breadth and depth; or more pertinent to the issue of design, how to develop the unique aspects of the subject and areas of overlap. 

The curriculum is often perceived as a constraint rather than an opportunity. It is insufficiently differentiated from the use of time and, in consequence, curriculum development can be disappointingly conformist. The transition from primary to secondary magnifies this issue. Valuable achievements from teaching and learning across subject boundaries in primary school quickly become compartmentalised in secondary school. The annual report of Her Majesty’s Chief Inspector of Schools in 2004-5 refers to the wide variation of experience in art & design that is seen as problematic at the start of secondary school. Diversification is often addressed by an imposed similarity or baseline assessments, which do little to value or capture difference. Skills, knowledge and understanding about craft or design are rarely recognised within art & design. Is this a consequence of the curriculum, how it is interpreted, or are other factors involved?

The importance statement for art & design encourages schools to create a curriculum that:

· stimulates creativity and imagination;

· provides visual, tactile and sensory experiences;

· develops communication;

· promotes informed value judgements, aesthetic and practical decisions;

· explores ideas and meanings in the work of artists, craftspeople, designers;

· develops learning about the diverse roles and functions of art, craft and design in contemporary life and in different times and cultures;

· develops understanding, appreciation and enjoyment of the visual arts and  the power they have to enrich personal and public lives.

In relation to creativity, innovation and design, it engages pupils in ‘creating design through an appreciation and understanding of the work of other designers’. For some schools, the requirements of the Foundation Stage, National Curriculum or examinations provide unrestricted opportunities to fulfil this objective through innovative curriculum design, creative teaching and unpredictable learning. Inspection evidence recognises the success of these teachers and learners for their ability to interpret, improvise and develop through an analysis of:
· the impact of other designers – contemporary designers, and design from different times and places;

· the quality of creating design – design communication, and design for a purpose.

Working with contemporary designers

Effective models of artists in education existed long before the introduction of the National Curriculum. However, the Foundation Stage curriculum, National Curriculum programmes of study and examination criteria have encouraged a significant increase in primary and secondary schools and closer connectivity to teaching and learning. This has involved work by artists, craftpersons and designers in schools, with some initiatives specifically targeting the design and creativity dimensions, such as RIBA’s Architects in Schools scheme and Creative Partnerships.

Strengths

Designers introduce new experiences
In primary schools, the specialist strengths of artists, craftpersons and designers are often used strategically to help improve areas of weakness in teacher expertise or curriculum deficiency. Popular choices are textile designers, book illustrators, environmental designers. The teacher as co-learner besides facilitator often has lasting impact. Different expectations of the visitor can liberate particular learners; different responses by learners can liberate artists, craftpersons and designers.

Designers extend existing experience
In secondary schools the specialist strengths of teachers as artists, craftpersons and designers are often used effectively. Sharing their own work or skills if used to inspire rather than inhibit pupils often improves the teacher-pupil relationship. Work with other designers builds on good, if familiar, practice.

Designers strengthen understanding
In primary and secondary schools working directly with a practising artist, craftperson or designer helps to transform knowledge into understanding. Learners show an awareness of different design applications and the tension that can exist between personal ideas, vision, imagination and that of the ‘client’.  

Weaknesses

Immediate or lasting impact?
Some schools have little or no experience of working with contemporary artists, craftpersons or designers. In those that do, short-term residencies are often unconnected to prior or subsequent learning. This can mean that pupils develop design capability but are given insufficient opportunities to apply it. Understanding the work of other designers often reverts to other well-known artists due to narrow teacher knowledge when a designer in school disappears. This can also inhibit teachers from introducing learners to designers who use methods or materials they cannot themselves connect to the routine work carried out in the school.

Designer or designer-in-residence?

Learners do not always know about or understand the work of the artist, craftperson or designer beyond the school. They recognise the difference between a teacher and artist, craftperson or designer in residence but not the interface between their contact with them and their other ‘clients’. Teachers generally have insufficient knowledge about contemporary designers who make local, national and international impact. Since this element of the curriculum became an expectation, art & design teachers have developed their knowledge and understanding. But there has been little time or resources targeted directly at supporting all teachers of the subject through in-service training. Art & design teachers are perceived as creative individuals, capable of improvising with minimal resources or specialist training. Most recently, the insignificant impact of the Key Stage 3 strategy in the subject questions this perception. 

Just interesting or integral to the curriculum?
The evaluation of impact, while improving, continues to have an air of celebration at the expense of constructive criticism. This is particularly true of ‘events’ that take place at the end of the school year with little opportunity to build on the learning. Most schools have very limited experience of designers working in schools, particularly in jewellery, architecture, or graphic design to inform their evaluation. As a consequence their impact is insufficiently embedded in the school.

Working with design from other times and places

The approaches and achievements used in different times and places inform learning across the curriculum. Some schools have matured well beyond ‘multi-cultural projects’ to learning about the significance and influence of time and place on design and designers that is integral to their appreciation and understanding of the contemporary world.   

Strengths

Learners understand how to interpret influences on their own creativity if this is skilfully handled by the teacher. In some schools, intelligent exemplification of different artists, craftpersons and designers, who have themselves been influenced by others, helps learners understand that creativity is often not an isolated happening but a unique response to a range of stimulus that can include the work of others. This requires depth of knowledge and understanding by teacher and learner. Surface qualities do not necessarily reveal influences and this in itself is an important message for learners in expressing their own creativity. 

Different meanings of ‘designer’ and ‘maker’ that existed in different times and places are evident. The status of artist, craftperson, designer and the inter-changeability of the different disciplines are explained well in those schools that are clear about why they use the work of others.

Effect of design on different societies when exploring the past is evident. This is often explained well by contemporary designers; the importance of evaluation to review, modify or inspire new design.

Weaknesses

Secondary sources predominate. This leads to an appreciation of surface qualities but often denies the learner adequate opportunity to handle images and artefacts and to analyse how or why they were designed and made.

Stereotypes mask creative diversity. Even where artists, craftpersons and designers from different cultures work in schools there is a tendency for schools to expect work that is typical of their culture at the expense of welcoming an opportunity to learn about the impact of using wider cultural influences in a Western context.

Locality is under-used as a resource to help learners understand the influence of place on design. This is a particular weakness in schools that adopt published schemes of work with insufficient thought given to local materials and resources that influence the nature and purpose of art, craft and design created there.  
Design communication

The role of sketchbooks in art, craft and design has increased in both primary and secondary schools. Although some contain drawings predominantly from direct observation, imagination and memory, their use as visual journals shows much more; analysis, assimilation, annotation, abstraction, composition, collections of visual and other information that includes design and the work of different designers. The quality and range of visual research has improved in most schools both in sketchbook form and in sheets of design studies. 

Strengths

Understanding design as a form of communication
Pupils in primary and secondary schools often show they are able to use a wide range of media to design with and techniques to explain the development of thinking. Although presentation sometimes over-embellishes content, the process of using design as a form of communication is often understood. 

Communicating in three dimensions
Evidence of three-dimensional thinking is often weak. However, digital images that record the progress of three-dimensional exploration from different viewpoints and at different times in the evolution of the design are increasing.

Creative design communication
Design communication within art, craft and design is creatively diverse. Individual art teachers approach design communication in different ways even in the same school. As a consequence, a wide variety of techniques are evident, including confident use of colour, mixed-media and visual composition. The creation of design within a fine art environment is a positive; pupils often approach design as an extension of their art.

Weaknesses

Understanding design processes used by others
Learners rarely consider how artists, craftpersons and designers explore stimuli and develop ideas. The emphasis of the teacher and learner is often on the outcome of their work. This is a missed opportunity to learn how to pursue chosen approaches, exhaust the potential of ideas and show how well learners, inspired by practising designers, can pursue a design through review and modification. This is of particular importance to the design element of the art, craft and design curriculum, because understanding the design process is often essential in using critical judgement to assess the effectiveness of the design. Much fine art tends to pose questions rather than find solutions. In this respect, revealing the process can give too much away. In design, critical judgement often emerges from insights into the decisions made by the designer in working towards an outcome as well as through evaluating the designer’s solution. 

Teaching different ways of design communication
Sketchbooks and sourcebooks in some secondary schools are almost exclusively used for homework. This often reveals little direct teaching about how to research, present ideas or show evidence of different forms of drawing and designing. Methods of three-dimensional modelling are rarely taught and the evidence of three-dimensional ideas often constrained by expression in two dimensions. These are often produced as a requirement for assessment and not because they form an integral part of the design process.

Communicating purpose and meaning
The purpose and meaning of drawings and designs are often not explained. For many pupils this does not do justice to the depth of thinking revealed through discussion. However, some drawings and designs have little purpose and meaning; although attractive, they have more to do with surface decoration than design.

Design for a purpose
Aesthetics are the predominant purpose of the design-based work in primary and secondary schools created in art & design lessons. The fusion of form and function is most embedded within three-dimensional work. However, ceramics has decreased in recent years, replaced in many schools with card and modroc constructions that are decorative or sculptural rather than practical in function. The applied GCSE is increasing in popularity bringing a refreshed emphasis on art, craft and design for a commercial purpose. The underachievement of boys in the subject (the widest gap of any subject) and lack of subject appeal to boys (girls outnumber boys 2:1 post-16) has resulted in a re-evaluation of the limited choices and experiences available to pupils in those secondary schools that focus on a narrow range of drawing and painting approaches.

Strengths

Applied examination courses have increased take-up in the subject.  Links with the design industries, most often local to the school, involve setting tasks and evaluating responses. In some schools, improved computer resources and staff skilled in current methods of using ICT creatively help to close the huge gap between the design resources and their use in schools and the design world outside.

Critical thinking is an improved aspect of teaching, learning and outcomes in many secondary schools, particularly those that engage pupils with contemporary practice. This has improved the development and application of thinking skills across art, craft and design, and changed the focus of art teaching from developing aesthetic awareness to making judgements about purpose and meaning.

Awareness of what motivates different learners has prompted increased opportunities for pupils to design and make for a real purpose. Boys in particular show improved motivation when solving problems, working for a ‘client’ who gives critical feedback, and working to a timescale that involves meeting sharp deadlines. 

Weaknesses

Different purposes for different pupils.

The strengths outlined above have promoted new considerations about who the subject is for and why, now and in the future. Art & design education is about much more than improving the motivation and self-esteem of pupils who achieve little elsewhere. It is also about challenging all abilities, including the most academically able. Different pupils prosper when their purpose or that defined by others is clear, although a common purpose is unlikely to meet differing needs. The subject has for too long argued that different outcomes represent a differentiated education.

Changing purposes for an uncertain future
New projects requiring considerable research and resources are often repeated, particularly if the outcomes have been effective. However, if education is to keep pace with employment, innovation in schools and colleges needs to be the norm.

Clear purposes for pupils, parents, educators and employers

There are highly innovative schools but even here it is unusual to find pupils, parents, educators and employers with a shared understanding about the purpose of innovation. This is a strong argument for partnerships that not only involve schools and the design industries working collaboratively, but others including different sectors of education that help equip lifelong learners to design, discriminate design and be a user of good design. 

Ian Middleton HMI is Ofsted Specialist Subject Adviser for Art & Design.

A LOCAL AUTHORITY ADVISER’S PERSPECTIVE:

key issues

David Prest
· How do we encourage creativity in schools? is the wrong question. The right question is: What do we do in schools that inhibit creativity?
· Design is at the centre of the curriculum which influences and involves all other subjects. It can be used to pull together knowledge and understanding. 

· How can we justify a curriculum for the early years that has creative activity in one box comprising art, music, dance and drama, and knowledge and understanding of the world in another box with science and technology?

· We have to empower children to clarify and communicate their ideas through talking and writing, modelling and drawing. We have to build in a visual and sensory aspect to what they do, married with the scientific and technological processes of design. 
· We need to define what we mean by design & technology; it can be difficult for schools and parents to grasp the concept.

· The pedagogy of design & technology is about collaborative learning; about teachers and pupils working together; sharing and finding out together. The teacher is the facilitator but within a structure that is open enough to allow pupils to direct what is going on.

· Encourage teachers to think more about what they do and why they are doing it rather than relying on documentation.

David Prest is County Adviser for Design & Technology Cornwall and Manager of the Design and Making Centre in Redruth.

A DESIGNER’S PERSPECTIVE: key issues

Richard Powell

· Design is about making things better – for people, business and commerce, and ultimately for the world.

· To be a designer and to be creative, you have to think differently. You have to build ‘bandwidth’ in order to do this. You have to operate along the length of a line between industry and engineering and art and culture. Design does not exist in the centre of that line but ranges along the length of that line. It is this ‘bandwidth’ of thinking that creates designers. We need this ‘bandwidth’ – an understanding of science and engineering on the one hand and humanities, art and politics on the other  – if we are to create a better future.

· What is crucial to design is that we have to learn to look rather than see. Looking is active; seeing is passive. Designers see things that others do not.

· It is crucial to understand people. It needs a creative eye to see what is happening. Anthropology is more important than technology.

· The design process has three stages: idea, belief and embodiment; the idea is the most important.

· We have to shift paradigms to create new things. Be frustrated at how the world is and have an unshakeable belief in our ability to make it better. We need constantly to ask ‘why not?’ rather than, the question most companies ask, ‘why?’.

Richard Powell is co-founder of the design consultancy Seymour Powell.

DEBATE AND CONCLUSIONS

‘Are we taking the excitement out of design in schools?’

The main issues for the seminar participants were education, advocacy, engagement, progression and assessment.

There are concerns that the education system as a whole is not benefiting from the current upsurge of interest in and focus on the creative industries in the way we might expect. Social attitudes to creativity are lagging behind the rapid development of these industries. The fear is that we are losing our creative and innovative edge as a nation by maintaining an education system that lacks the critical ingredients provided by design education and the creativity it encourages and refines.

‘We need to explain why designing is a valuable educative experience and not just to do with increasing the economy of the country. As an educationalist I want children to engage in design because it is a valuable educative experience.’

One problem is that in planning for the future of education, we cannot accurately predict what will happen within, and to, society. It is estimated that 40 percent of all the jobs that the current generation will go into have yet to be invented or created. Therefore, the key factor is flexibility.

‘We need more passionate product champions with the strengths and personal relationships to move things along.’ Peter Toft
Schools have to be more creative in use of time, resources and teams. Secondary schools are not structured in ways that encourage teachers and departments to work together. They have to work on how they use time for specific subjects: setting longer timescales for projects and building in time for reflection.

Design and design education are about communication. But designers and design educators do not talk to one another enough. A large gap exists between education and what is going on in the design and other creative industries. There should be more formal contacts and partnerships between the design industry and education, with designers, university design departments and their students working with schools and art & design and design & technology teachers.

There are questions too about the current structure, content or place of design in the curriculum within the two defined areas of art & design and design & technology.

‘You don’t know who you are: design & technology and art & design. You should have technology, art, design.’  Richard Powell

 ‘We have lost the connection between art and design and the most prominent example of this is in the decline in drawing.’

‘Send design students into schools, and ensure more contact between art & design departments and design & technology departments in schools – perhaps conflating them into one department.’ Christopher Frayling

‘If you are going to teach design in schools, concentrate on design.’ Ken Baynes
‘Forget art at your peril.’ Richard Powell
The exam system can be used as a powerful lever of change, if that is what design educators wish to pursue. Unlike exams in Scotland, where design work is a requirement of the standard grade, exams in England do not require design at all and focus on the fine art option. 

We do not yet have an exam and assessment system that is ‘fit for purpose’. For example, assessment ought to take account of the ambition of students’ ideas and of failure through such ambition as ways to learn and develop; similarly with ambition of the idea. It should reject the one size fits all approach to assess young people. The work of the Qualifications and Curriculum Authority (QCA) in finding solutions to marking course work in GCSE and A-level programmes should be supported, and schools and parents persuaded of the greater value of such an approach to assessment. The work has to combine pragmatism with vision in creating a workable process that allows for students’ creativity and ambition.
Teachers, at primary and secondary levels, should be supported more in developing design knowledge and awareness, skills and pedagogy through better initial training and greater opportunities for professional development and industry-school contacts. A key issue for teachers is how to develop an open mind and acquire the knowledge to do that. 
‘Good design teachers have the tools and the enthusiasm. How do you package that so every teacher can be influenced?’

The pressures on training providers are acknowledged with a rigidly delineated training model to be delivered within very tight timescales and resources. However, training is seen as central to achieving a new approach to design education in schools and requires creative and radical solutions.
NSEAD general secretary John Steers summed up by acknowledging that: ‘We know there is good practice out there, but I am doubtful that we can just build on that good practice. We need more powerful levers to bring about the real change that is needed.’ This means working in two ways:

· advocate at the highest level through the subject associations and design champions to influence Government; and

· communicate with rank and file art & design and design & technology teachers so they themselves can become champions in their own schools to influence senior management, governors, parents and pupils.

In addition, the subject associations should work to be a bridge between teachers, the higher education institutions (HEIs) and the design profession to communicate new ideas, to disseminate research and help to develop the advocacy tools to enable teachers to take the debate forward. ‘How many teachers can clearly articulate why design education is important? Unless they can do that, we cannot make progress. So our big job is to educate our members. Above all, we have to explain why designing is a crucial educational experience.’

Looking ahead, Design & Technology Association chief executive Richard Green pointed out that the conference has come at the right time with the Government is now keen to work with the subject associations. He highlighted the need for a dual approach of encouraging successful ‘quick fixes’ such as extending the process of sharing design sketchbooks across departments to promoting ‘big ideas’ such as the importance of craft and making. He cited the major issues to be discussed, such as transition, progression and assessment from three to 14, 16 and 19; the changes at Key Stage 3 and to GCSE and A-levels exams; the introduction of specialised diplomas; curriculum development and teachers’ professional development. ‘This is just the beginning of the process of change and development.’
 ‘Engaging children in designing and designerly behaviour, learning how to do it and then doing it is a transformative experience for children. That is an experience they don’t get anywhere else.’  Ken Baynes
ACTION POINTS: 20 things to do 

WHAT INDIVIDUALS CAN DO

1. Advocate for design education in school and in the local community and design industry.

2. Rethink personal and professional attitudes and perceptions of design and design education.

3. Provide local forums for debate and research.

4. Promote dialogue and collaboration between art & design and design & technology colleagues about curriculum, resources and professional development.

5. Establish networks and progression between key stages and education and training phases from the early years to higher education.

6. Develop partnerships between schools, design students and the design industry.

‘I will return to the university and talk with senior management team and staff about what we can do to help education in schools locally.’

‘Give students the space to be more creative, to experiment, take risks, and to learn through failure as well as success.’

‘Advertise to parents the importance of design education.’

‘Brand design education as educationally essential for all children.’

‘Work towards the re-merging of the two areas.’

‘Put designing at the core of the subject associations’ thinking and reflect on what design & technology and art & design add to this core.’

WHAT NSEAD AND THE DESIGN & TECHNOLOGY ASSOCIATION CAN DO

7. Lobby government and its agencies to put design education at the heart of the curriculum. 

8. Work with the design industry to build greater collaboration with schools.

9. Provide opportunities for advocacy, debate, networking and research.

10. Promote and provide ideas, resources and professional development for teachers.

11. Support schools, teachers and pupils in developing good practice and design awareness.

12. Work more closely together and liaise with other subject associations.

 ‘Subject associations should work together to encourage multidisciplinary learning.’

‘The subject associations need to map out a vision for art, design and technology.’

‘Discuss together the implications of a common view of design in the two subject areas. Identify approaches to link and strengthen the concept of design in the curriculum.’

‘Create a shared rationale for what design is about and how aspects differ between the two areas of art & design and design & technology.’

WHAT GOVERNMENT AND ITS AGENCIES CAN DO

13. Review and revise the potential design curriculum and its assessment processes.

14. Commit more resources to design education.

15. Develop a coherent strategy for design education.

16. Put greater emphasis on art, design and technology, and their processes, in the initial training of teachers.

17. Promote cross-subject and cross-curricular approaches to design education.

18. Establish and promote centres of design education excellence in schools on a regional basis.

19. Work with the subject associations to extend professional development opportunities in design education.

20. Promote the importance of design and design education to the British public.

‘Start from the early years.’

‘Approach Government agencies with clear and agreed short suggestions for improvements.’

‘Need to encourage teacher training education departments to have better links with art and design education.’

‘Put the spark of creativity back into the KS2 and KS1 curriculum by supporting teachers and schools better and giving it a more central place within the curriculum. Promote specialist support and rethink assessment!’

‘Provide more training for teachers in both subjects throughout the curriculum, and raise the status of design in schools.’

‘Tell the public about the role and importance of design to the individual, society and the economy.’
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