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Abstract
This dissertation explores the role of the craftsman within architecture, the practical use of the artisan’s skills and the use of craftsmen as designers within the architectural fabric of modern buildings. It also looks at the evolution of the architect from master craftsmen into what we know as architects today and the effect this distance from the making process, has had on contemporary design. This paper attempts to analyse the role that both craftsmen and architects play in the contemporary built environment, most notably within the current housing sector. It explores the need to bring a level of sensitivity, attention to detail and regionalism to mainstream design, to improve aesthetics, unity and a sense of identity, by promoting non-standard construction techniques.  
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1. Introduction
[image: carpenter-350]A master craftsman may start with a natural affinity to the tactile and aesthetic qualities of objects, a keen eye and fine control over their tools. The process of learning their craft takes time and dedication. The neurologist Daniel Levitin stated “ten thousand hours of practice is required to achieve the level of mastery”[footnoteRef:1] This pursuit of mastery is not reserved solely for the craftsmen but also those who craft through design. Skills over the years have been adapting to changes in technology to improve efficiency and quality, never losing touch with the mastery of the medium or attention to detail which separates crafts from other trades. “Whatever changes may be coming; the history of the sector suggests that craft professionals will find ways to re-think and re-invent their practice to adapt to a changing world and to allow craft to flourish”[footnoteRef:2]							           	       		 [1:  (Gladwell. 2011, p. 40)]  [2:  (Craft in an Age of Change: Summary report, 2012, p. 8)	] 
[bookmark: _Toc41810966]Figure 2 Hand Plaining, Credit: Mark Naison

Basic craft techniques have changed very little over the last millennia. “A modern smith, provided only with the tools of 2000 years ago, would know what to do with them and be able to achieve creditable results.”[footnoteRef:3] However, the world outside of the forge has moved on and the techniques used within the construction industry have changed beyond all recognition. The construction industry “is currently subject to rapid change”[footnoteRef:4]. This leads to the question; are traditional crafts still relevant in contemporary architecture? [3:  (Blandford, 1980, p. vii)]  [4:  (Ing, 2020, AJ)] 


Smith describes the crafts as “A calling requiring special skill and knowledge; Esp. a manual art”[footnoteRef:5] The principle term of craft within this dissertation is used to focus on those traditional skill sets in the construction industry such as oak framer, traditional roofer / thatcher, stone mason and blacksmith. The term “Crafts” for this purpose must also be separated from modern trades such as plastering or general construction, and from handicraft which is the production of decorative items. Modern trades are separated from crafts within this dissertation for the purpose of clarity, and under the distinction that modern tradesmen may possess high levels of skill and precision through practice and repeated application, but they lack the ability to alter the fundamental characteristics of the medium. For example a modern welder, although highly skilled, does not possess the knowledge, skill or need to manipulate the physical characteristics of metals in a way that a traditional blacksmith could alter the material on a molecular level, thus altering the tensile strength, elasticity or ductility of the metal to suit its application. “capabilities of Iron Age blacksmiths to alter the properties of iron artefacts through cold‐working, carburization, heat‐treatment and alloy selection”[footnoteRef:6]  [5:  (Lucile-Smith, 1981, p. 11)]  [6:  (Ehrenreich,R. 1986, p. 1)] 

Jenkins writes that craftsmen have three characteristics which are also key to good design These are:
“1. The craftsman is able to marry beauty and utility. He is able to combine good taste and usefulness.
2. The true craftsman does not depend on complex machinery and equipment to complete his work
3. The true craftsman is not only able to work in an ancient tradition, but he is able to build on the foundation of history.”[footnoteRef:7]  [7:  (Jenkins, J, 1978, p. 8)] 

The purpose of this dissertation is to explore the relevance of traditional crafts within contemporary architecture by identifying buildings and designers who have used handcrafted elements to enhance their building’s aesthetic and atmosphere, and the experience of the user. 









[bookmark: _Hlk26107533]Aims:
The aim of this investigation is to analyse the use of traditional crafts within contemporary architecture, by exploring the historical origins, present use, and the effect and presence of craft on present day construction to determine if crafts are still relevant today. 

Objectives:
The targeted outcome of this dissertation is to:
1. Analyse how crafts are used historically to design and construct the building fabric in the UK, by reviewing the current literature.

1. To investigate how crafts and design have been used to affect the aesthetics, quality and identity of contemporary architecture.

1. To identify a project within Wales that has utilized traditional skills, and how the traditional construction techniques have been used to enhance architecture. 

In order to gather enough information on the craft sector within the built environment, the author plans to use a case study based analysis of published projects from Journal sources, and to assess the types and functions of crafts currently being used within construction. 
The initial study will generate a source of primary research to evaluate. Upon completion of this initial study, a more detailed case study analysis of a project will be used to highlight the pros and cons of crafts and construction techniques in the selected project.

To identify how crafts are being used and influence contemporary architecture today the author will review Journal publications including Artist Blacksmith, Architects Journal and online sources; Architizer.com and Dezeen.com and others. The journals highlight recent projects by leading architects and craftsmen and give a unique insight to the finer detail. The author will also review articles and evaluate the prevalence of crafts within the architect trade journals. 

[image: roof thatcher]
[bookmark: _Toc41810967]Figure 3 Rethatch on a Dorset cottage, Credit: Jim Wileman

5.  Literature Review 
This section will evaluate the historical use of traditional artisans’ skills within the construction of historic buildings. It will also identify the key historical movements that played a role in defining the importance and decline of traditional crafts, how the skills and processes of the artisans may have influenced architectural design philosophy in the past, and how this led to today’s design principles and the opposing arguments for not using craft techniques in the built environment. 
There are many thousands of traditional crafts each one slightly unique to its location, material, or process. This dissertation will refer to the five listed below which affect architecture more generally.
1. Stone Mason
1. Carpenter 
1. Thatcher
1. Blacksmith
1. Architect
All these crafts can trace their lineage back thousands of years. The fundamental skills and processes of each have changed very little and are still in use today. The crafts have never stood in isolation each is entwined and inter dependant. The historical symbiosis between [image: ]the different trades in construction was a key part of life, and recent experimental archaeological, construction work on sites such as Guédelon castle in France show this symbiosis; “if the onsite smith is taken ill all work grinds to a halt within just a few days”[footnoteRef:8] as the masons cannot reshape his chisels and the builder cannot reshape the saw, and equally “the smith depends on the charcoal burners, miners and ox-cart man for the supplies”[footnoteRef:9] Because of this reliance on their skills the craftsmen were held in high regard "The skills of the man who could work iron and steel were always needed, and the blacksmith always held an important place among his fellow men"[footnoteRef:10]   [8:  (Upshal, 2019)]  [9:  (Upshal, 2019)]  [10:  (Blandford, 1980, p. vii) ] 
[bookmark: _Toc41810968]Figure 4 Mason at work, Credit: Royaume Uni


A building project pre-1900 required many skilled craftsmen and their knowledge and expertise was essential to the design and construction process. The accounts from the construction of Beaumaris Castle demonstrate the large number of craftsmen required. In 1268-70 there were “1630 work men, 400 Masons, 30 Blacksmiths or carpenters and 1000 unskilled labourers and carters”[footnoteRef:11] York describes craftsmen’s skills throughout the historical building sector and how craftsmen were responsible for the construction of vernacular, prestigious buildings of the state, the wealthy and of course the church. Kempton defines more recent construction as “defined as building with brick/block walls, and a timber supported, pitched, tiled or slated roof”[footnoteRef:12] This is just a glimpse of 20th century construction.  [11:  (Erlande, 1995, p. 102)]  [12:  (Kempton- Syms, 2009, p. 36)] 



[bookmark: _Toc41810969][image: ]Figure 5 Beaumaris Castle, Credit: Paul Williams
A recent report by the Crafts Council found Craft businesses generate £3.4bn for the economy and employ a total of 150,000 people[footnoteRef:13]. New houses constructed using traditional methods are not commonplace. When they are used, they stand out as being exceptional, and are often highlighted in the media on popular shows such as Grand Designs. One example is Ben Laws “Timber Frame House”, with its emphasis being 100% hand crafted, from its crook timber frames, straw walls, and hand split cedar shingles. The project is highlighted for its uniqueness where such practices are described by York[footnoteRef:14] as an everyday occurrence of standard building practice of the past. There is a wider trend, in recent years which [image: ben-law-sbh-11]has seen a growing desire amongst the population to reject mass produced objects in favour of the handmade. This can be seen by the rise in popularity of craft events, markets and courses. “The more retailing becomes corporate, the more the high streets become identical, the bigger the niche for craft makers becomes.”[footnoteRef:15]. The same cannot be said for the whole of the craft industry. Figures compiled last year by the Crafts Council showed there were just 11,620 craft businesses in the UK, with 43,000 employees”[footnoteRef:16] The report goes on to identify a total contribution of £3.4bn to the British economy. The report, however, is not broken down into craft sub sector in terms of employment or GVA. [13:  (Glaister, 2015)]  [14:  (York, 2018)]  [15:  (Glaister, 2015)]  [16:  (Glaister, 2015)] 
[bookmark: _Toc41810970]Figure 6 The Woodsman’s House, Credit: Ben Law

Parkinson describes the problem of identity and the term craft in the creative industries, “craftsperson, may apply to someone who glues seashells onto jam jars - or Albert Paley - depending on the magazine and the author of the article."[footnoteRef:17] We are surrounded by companies using phrases such as “craft beer” and “craft breads” this doesn’t help to define the practices of traditional artisans and is used widely as a marketing tool to demonstrate quality and attention to detail.  [17:  (Parkinson, 2016, p.22)] 


Lewis Discusses the public’s perception of craft skills in the UK, and the low value associated with its attitude towards hand made goods. He looks at the public’s view that craftsmen are a relic and a throwback to a bygone age “The general public views us as an anachronism, as shoers of horses.”[footnoteRef:18] The public’s lack of knowledge of what a craftsman can offer them in terms of design, visual and aesthetic enhancement, leads to the lack of commissions for the practitioner of these ancient crafts and Lewis writes “If the craft dies out, it will not be a result of lack of skills being taught or learned, nor the creativity and abilities of its practitioners, but because of the ignorance and indifference of the client”[footnoteRef:19] The lack of skills in the market place is a wider reflection of supply and demand. To counter this downward trend, is to increase awareness and in order to do that, he calls on his fellow educators to  “not only train students in skills, but also marketing and business - as well as educating the public about the value of our craft"[footnoteRef:20]    [18:  (Lewis, 2012, p.31)]  [19:  (Lewis, 2012, p.31)]  [20:  (Lewis, 2012, p.31)    ] 





Mechanization and the demise of skills
Since the start of industrialisation, traditional skills have been replaced by mass produced off the shelf products and materials. "On every hand, the living artisan is driven from his workshop, to make room for a speedier, inanimate one"[footnoteRef:21]  The 20th century was a huge challenge for the traditional craftsman. Two world wars led to the loss of both craftsmen and their skills. Total deaths recorded by the ONS, in the UK during WW2 was 449,700 with 383,700 being men of fighting age. This led to a huge skills shortage in all sectors including architecture, crafts, and general construction. In contrast during WW1 “880,000 British forces died, 6% of the adult male population and 12.5% of those serving.”[footnoteRef:22] [21:  (Carlye, 1998)]  [22:  (Olympic Britain, 2012)] 

[image: Picture 1 of 12] The need to rebuild, Western Europe, lead to a demand for the rapid construction of cheap housing. Bentley confirms that “During the interwar push for "homes fit for heroes", public housing grew from less than 1% to roughly 10% of the national total.”[footnoteRef:23]  Through the latter half of the 20th century, the time, quality and cost relationship dictated that the emphasis on speed and cost led to a fall in quality of the UK’s housing stock and lower demand on site for crafts.  "The UK not only under-invested in its built environment during the 20th century, but also under-invested in its most valuable asset: its people"[footnoteRef:24]   [23:  (Bentley, 2008)]  [24:  (Glancey, 2001)] 

[bookmark: _Toc41810971] Figure 9 7Axis CNC Carving Robot Credit: Divi moto

[bookmark: _Hlk39399768]Balık and Allmer discuss the use of CAD and CAM as a means of replacing the lost skills of the craftsmen within construction industry,  “contributes to contemporary architecture by being a tool for restoring traditions of craftwork and an innovative medium for rendering images and presenting architecture”[footnoteRef:25]. They state that the use of technology as a tool, can replace the need for craftsmen. They go on to discuss the skills of the artisan and how they can be replaced by the design skills of today’s architect, and how the design allows machine production to eliminate the craftsman from the production of everyday items “The traditional craftsman had strong control over his tools, this relationship was challenged during the industrial revolution as the tools of workers became substituted by machines”[footnoteRef:26]. They comment on how the use of CAD has furthered this disconnect between designer and maker. CAD - holds the promise of producing virtually any design. “On the other hand, it points to the separation between hand and mind, and the elimination of spontaneous interference evident in the craft process”[footnoteRef:27]    [25:  (Balik & Allmer, 2017, p.2)]  [26:  (Balik & Allmer, 2017, p.2)]  [27:  (Balik & Allmer, 2017, p.1)] 


[image: ]   [image: See the source image]
[bookmark: _Toc41810972]Figure 7 Borgund Stave Church Norway Credit: ARCH EYES, /  Figure 8 Zhongguancun Christian Church – Designed by AMP Architects
This disconnect of designer from maker is one of the key factors in the way modern structures appear rigid and cold, especially if one compares a modern structure such as Zhongguancun Christian Church to the historic equivalent such as Borgund Stave church in Norway.  Balık and Allmer’s paper argues that digital design and technology is a tool for reviving the tradition of craftwork-2017[footnoteRef:28]  This cannot be the case if the craftsman has been replaced by computer aided manufacturing processes. The replacement of the craftsman by a digital designer is merely creating a pastiche to craftsmanship. “contemporary architecture, architects transform traditional ornament into digital media, re-interpreting the effect of certain crafts, to give their buildings a touch of history, reviving the end product of the handicraft rather than the long, elaborate process of material and manual production”[footnoteRef:29]287 The CAM process is to precise, and is just another form in the evolution of mass production. Balik and Allmer clearly identify that advances in manufacturing in the 18th century lead to a loss of skilled artisans, who are then replaced by unskilled operators. It would be clear that proposing to use CAM would make the situation worse for the craftsmen. “By means of industrial machines, the act of “crafting” with traditional tools was displaced by “manufacturing,”[footnoteRef:30]  [28:  (Balik & Allmer, 2017, p.1)]  [29:  (Balik & Allmer, 2017, p.3)]  [30:  (Balik & Allmer, 2017, p.2)] 


Need for craft in Historical Buildings
By looking for digital replacements for crafts, the designer is not acting in an ethical manner. Craft businesses rely on demand from the open- market, short supply would normally lead to an increase in price and drive up demand for new trainees. Digital reproduction eliminates this natural cycle and may lead to the permanent demise of crafts. “Skills such as weaving, forging and soldering are in danger of being lost as demand for them falls in the digital age”[footnoteRef:31]   Several crafts have managed to survive by adapting and focusing their skills solely on the restoration sector. As this building fabric falls into disuse, or the budgets of owners diminish the buildings will be lost to history, and so too will the demand for the skills to maintain them. “Skilful repair requires skilled people. Some old buildings were constructed by people with no more than basic craft skills, and this simple workmanship can lend a building charm. But the old buildings that have survived into the present are precious, and any work done to them today should be tackled by people who have gained conservation experience and expertise “[footnoteRef:32] [31:  (Ellis-Petersen, 2014)]  [32:  (Johnson, SPAB)] 

[image: ]
[bookmark: _Toc41810973]Figure 10 Apprentice Plasterer, Credit: The Prince’s Foundation

Jack Hill describes the fate of the thatcher’s work being restricted to this ever decreasing sector “Most of the thatcher’s work consists of repairs – either complete re-thatching, or patching, or recovering”[footnoteRef:33]   It is no surprise that skills are in decline as the historic fabric falls into ruin to be replaced with contemporary buildings.  [33:  (Hill, 1980, p.191)] 


In response to the pace of industrialisation and standardisation in the market and construction industry, a few great minds came together (most notably William Morris and John Ruskin) to champion the contribution and skills of the craftsmen and women and to educate the public on the aesthetic possibilities, that can be achieved through the use of crafts. In doing so they began a short-lived resurgence which is known today as the Arts and Crafts Movement. Todd writes about Morris’s views “He Began to lament the industrialisation and mass-production of the Victorian era, which he believed had impoverished craftsmen and resulted in shoddy, uninspiring work.”[footnoteRef:34] Whilst the movement was replaced as architectural styles evolved their creation SPAB[footnoteRef:35] survived.  [34:  (Todd, 2012, p.10)]  [35:  SPAB founded in 1877 by William Morris and John Ruskin.] 

SPAB’s most recent review in 2008 looked at all aspects of Craft Skills from education, funding, material use, techniques, and regional diversity. The report made recommendations to expand the craft sector to protect ancient buildings for future generations but neglects the push to expand beyond the restoration sector within architecture. The review analysed many aspects of craftsmanship relating to architecture as well as handicrafts.  SPAB’s core aim in the report is to highlight the importance of changing the public’s perception of repairs to “Instil a culture of care and maintenance.”[footnoteRef:36]  however the report also found that the sector suffered from a lack of skilled craftsmen to carry out repairs on historic buildings. The lack of skilled craftsmen, for restoration work, also means that there is a lack of skilled craftsmen to carry out work on new projects. The ONS identifies only 6000 Blacksmiths in 2018 out of a working population 32,318,968.[footnoteRef:37]  Another flaw the reports found; “around one third of the workforce use traditional building materials.”[footnoteRef:38]  This highlights the difficulty sourcing traditional materials with which to carry out repairs and restoration. There is only a single supplier listed for wrought iron in the UK[footnoteRef:39] -, highlighting a huge risk to the restoration sector in terms of material supply. This supply limitation also reduces the pallet of materials for both craftsmen and architects to use and explore within new projects.  [36:  (NHTG, 2008, p.16)  ]  [37:  (ONS, 2018, Sheet 1)]  [38:  (NHTG, 2008, p.3)]  [39:  BABA issue 139] 

The reports by SPAB and the Crafts Council highlight the need for appropriate legislation to be brought in to cover repairs of historic buildings, and the crafts skills used. If implemented, new legislation could give the craftsman the opportunity to expand their market share, apprenticeships and lead to opportunities to move beyond the restoration sector into modern architecture. 









Lack of credit
[image: ]
[bookmark: _Toc41810974]Figure 12 Ironwork on the Scheepvaarthuis (Shipping House) Amsterdam Credit: Amsterdamming
One repeating aspect in most non-craft focused articles, in architectural journals, is the lack of acknowledgment of the different roles that members of the construction team had in the design and construction of the project. Almost all the journals describe the finished work in terms of quality, functional use of space and the architect’s vision through artist statements of intent. Parkinson confirms this. He discusses the architectural ironwork surrounding the canals around Amsterdam’s waterways. The attention to detail is exquisite both in terms of design and the level of mastery of craft used in its execution. When it comes to recognition of the design and execution, Peter is only able to credit the design work to the “Amsterdamse School” and the architect Piet Kramer and Van Der May, with no credit or trace of the skilled craftsmen. Parkinson writes “How much is the design of the architect and how much is the interpretation and creativity of the blacksmith is hard to know, but the fluency and playfulness which looks as if it owes as much to the workshop as the drawing board”[footnoteRef:40] A failure to give credit to the craftsman is wide spread. Booth discusses it with Quinnell (2019) “a general feeling that we are not doing enough to credit smiths for their work and their original ideas.”[footnoteRef:41] This lack of credit given to the maker, and often the designer, is common throughout the creative disciplines. Propmaker and artist Andre Masters discusses plagiarism and credit “Working Hard but not receiving rightful film credits, one of them (artistic director) admitted with a smile; “well, if people knew that you made this work, they’d just hire you and not me.”[footnoteRef:42]   [40:  (Parkinson, 2012, p.20)   ]  [41:  (Quinell, 2019, p.27)]  [42:   (Carter, 2014, p.33)
] 

The biggest flaw certainly within architecture journals is the lack of information pertaining to the construction process, even on projects where it is clear that craftsmen where used extensively. The “Play Barn, Wales” review on Architizer.com is a clear example where the architect Jeff Kahane, has sought to repurpose an existing stone barn through a series of larch clad extensions. Through analysis of the photos, the work of a range of traditional crafts including masons, joiners, plasters, roofers are clear to see. There is no mention of these crafts nor the craftsmen involved. This is just one example, from hundreds of projects found during the research, that show a clear bias on the part of the architectural journalists writing the articles and project reviews. 
[image: image]
[bookmark: _Toc41810975]Figure 11 Play Barn, Credit: Jeff Kahane

 
Most of the literature reviewed highlighted the negative views of architects towards the role of craftsmen and decoration in architecture. One early critic credited with such views was Loos. Throughout his career he talked and wrote about the use of ornament within architecture. His most famous text being “Ornament and Crime” (1908) Loos discusses how ornament stems from man’s base instincts and links ornamentation with the undeveloped world. “The Papuan tattoos his skin, his boat, his oar, in short everything within reach”[footnoteRef:43] Loos, like many aristocrats throughout history, looks down upon people who perform manual tasks. Loos advocates ridding the world of decoration in favour of a stripped back aesthetic. This was clearly not the common view of the public as comments; “I had thought to introduce new joy into the world: but it has not thanked me for it. Instead the idea he had was greeted with sadness and despondency”[footnoteRef:44]  Loos sees himself as a visionary within his essay, firm in the self-belief that his vision of ornament and craftsmen is a cleaner more wholesome way of life. “We have outgrown ornament; we have struggled through to a state without ornament. Behold, the time is at hand, fulfilment awaits us.”[footnoteRef:45]   [43:  (Miller-Ward, 2002, p.29)]  [44:  (Miller-Ward, 2002, p.30)]  [45:  (Miller-Ward, 2002, p.30)] 


Loos sees the demise of craft as that of an enlightened man the next evolution of humanity and saviour of his nation from poverty. “Ornament – Represents a crime against the national economy, and, as a result of it, human labour, money and materials are ruined”[footnoteRef:46] Jenkins affirms Loos view on ornament with his view that craftsmanship is not about decoration and ornamentation but beauty and pride “The True craftsman's pride in creating something useful, but creating it with beauty and good taste.”[footnoteRef:47] This view of crafts over the last century has led to a belief that craftsmanship is linked solely with the replication and manufacture of ornamentation instead of simplicity and truth of form, material and expression. Geraint states: “In recent times, we find country craftsmen being led astray by their imagination, adding decoration upon decoration to no purpose. In every case this shows a deterioration of craftsmanship.”[footnoteRef:48] Loos identifies how the craftsman producing ornamentation is undervalued and even paid less than a simple unskilled labourer. He notes how even in 1908 imports from china were undercutting prices of goods and labour in America and Europe, led to the union organised riots in Cardiff in 1911.  [46:  (Miller-Ward, 2002, p.33)]  [47:  (Jenkins, J, 1978, p.6)]  [48:  (Jenkins, J, 1978, p.7)] 


Morris and Lutyens took a very different view to Loos. They attempted to take British architectural design beyond the classical forms and gothic revivals that were taking hold of British architecture. Morris and Lutyens had a deep appreciation for the skills of the craftsman. Their approach went against the capitalist drive of ever cheaper and faster production, in favour of quality and purity in the arts. “The key arts and crafts driver is that good work has aesthetic consequences”[footnoteRef:49]  [49:  (Creative & Culture Skills 2013, p.7)] 

[image: ]
[bookmark: _Toc41810976]Figure 13 The Red House by William Morris & Phillip Webb 1859, Credit: Ethan Doyle White


Morris was influential beyond design. By giving talks and lectures to his peers, he influenced their spending habits and created a market for his design work and that of the wider craft sector. In 1861 William Morris, along with 6 partners, opened a design shop in Red Lion Square London to promote and sell arts and crafts goods and was known as “The Firm”[footnoteRef:50] amongst them was the architect Phillip Webb who designed the Red House. His influence created the wider Arts and Crafts Movement, named after his exhibition in 1888 by the ‘Arts and Crafts Exhibition Company’.  Morris and Ruskin seem somewhat at odds with the use of mechanisation in their early exhibitions  where there was a mix of hand and machine made items “The legitimate role of machines in artistic production.”[footnoteRef:51] This goes against Petts view that the core principle of crafts stems from; “principles of control over production and creative autonomy.”[footnoteRef:52]   This view that mechanisation is legitimate is dismissed by Ruskin “we give it a false name. It is not, truly speaking, the labour that is divided but the men; - divided into mere segments of men… so that all the little pieces of intelligence that is left in a man is not enough to make a pin.” This highlights the flaw in production line led manufacturing. Today only high-end homes are built using traditional techniques and period styles. An example is architects Witcher and Crawford, who specialise in bespoke Arts and Crafts inspired homes. The modern pursuit of craftsmanship has become the preserve of the wealthy elite as it was in Morris’ day and will perhaps remain out of the reach to the majority of today’s population as the numbers of craftsmen diminish. This can only act to push up the price of their work and bring it beyond the grasp of the average home buyer. Many craftsmen voice their frustration on not being able to offer their crafts at a price people can afford. Morris himself says “It saddened and occasionally enraged him that his best work became the exclusive province of the wealthy”[footnoteRef:53]  [50:  (Todd, 2012, p.9)]  [51:  (Petts, 2008, p.32)]  [52:  (Petts, 2008, p.30)]  [53:  (Todd, 2012, p.10)] 



The Craft of Design
[bookmark: _Hlk40547190][image: ]Historically the role of the craftsman was key to all construction and the design of buildings. “The massive building boom of the Norman period needed craftsmen to be brought from France”[footnoteRef:54] What we view today as traditional skills were in fact the cutting edge of construction techniques of the past. “Medieval builders had a good understanding of engineering and walls relied to a large extent on thrust and counter thrust for stability”[footnoteRef:55]   Building in the past, began as it does today with a design which can be followed by the workers onsite. The designs of the past were not produced on a computer, but on the tracing floor of the masons or carpenters lodge, carefully scribed in plaster or incised directly on stone as in the case of Roslin chapel Scotland. The master masons’ skills were grounded in his practical skills and his ability to a draw forms using complex geometry and basic tools. The square, dividers and compass are often depicted in manuscripts and stained-glass motifs, for example used by the Cathedral builders. Coldstream describes the ancient designer “The Medieval Architect, or Master mason, was a very different being, he got his hands dirty. It was not in a studio that he was trained in design but on the building site”[footnoteRef:56]   The architect was not a separate entity but a master mason or master builder. This is contradicted by Erlande’s text “The architect was an intellectual, a man possessed of Scientia or specialized knowledge, a master builder” [footnoteRef:57] no matter how the master mason was trained, all the texts agree that they were held in high regard within society. Over time master masons, builders and carpenters evolved into what we know today as the modern architect.  [54:  (English Heritage, 2012, p.7)]  [55:  (English Heritage, 2012, p.11)]  [56:  (Coldstream, 1991, p.5)]  [57:  (Erlande, 1995, p.37)] 
[bookmark: _Toc41810977]Figure 14 York Minster tracing room floor, Credit: Vicky Sypsa



[image: Plans and elevation of the First Congregational Church, Danbury]The skills of the traditional architect went hand in hand with the craftsmen of the past. “Drawing with the aid of straightedges, triangles, templates, compasses and scales-has been the traditional means of creating architectural graphics and representation”[footnoteRef:58] Architects had to fully understand the processes, materials, joining techniques and the limitations of the  crafts in order to design buildings that were achievable, using the tools and materials of the time and location. Beyond this understanding the architect of the past had to have the skills to design complex facades and classical motifs, such as Fibonacci spirals and Corinthian capitals in perfect detail. They did this by hand without the aid of modern computer software. “Architects, who realized the extent of their abilities in the first third of the 11th century, proved to be not only great artists but also remarkable technicians.”[footnoteRef:59] These elements of design where carefully studied and practiced over years of understudy in much the same way as the craftsmen themselves. After all, the architect’s craft evolved from that of the master craftsman. The Welsh word for architect is – Pensaer which translates as Head-Joiner. How buildings are produced today differs tremendously from those designed and constructed in the past. “Traditional designing methods, which are mostly based on the designers’ experience and intuition, cannot keep pace with the sustainable development of modern architecture”[footnoteRef:60] The key drivers of the process are still the same, being function, quality, time and budget. Many buildings today are designed not by a single master craftsman as they were in the past but by teams of specialist designers and professionals each focused on their unique role within the process. “comprising the architect, structural and building services engineers and the cost consultant, although it is commonplace for other specialist consultants, such as acousticians or fire engineers, to contribute to the development of the design”[footnoteRef:61] Each team member influences a different aspect of a building’s form, structure, location, atmosphere and function. The downside to this complexity is to a certain extent, that architects have been replaced by the specialist. Most professionals involved in the design of contemporary architecture base their process on science, such as the structural engineer calculating the sizes of beams or columns. In contrast the architect draws not just on science, but on art and emotion to determine the completed form. Ferrater in ‘Architecture Now’ describes how he draws upon Picassos Cubist art as a source of inspiration for the form and arrangement of mass in his House for a Photographer. [58:  (Ching, 2015, p.17)]  [59:  (Erlande, 1995, p.54)]  [60:  (Zhang, 2015)]  [61:  (RIBA, 2020, p.10)] 
[bookmark: _Toc41810978]Figure 15 Hand Drawing of First Congregational Church, Credit: Cedric Benetti

[image: See the source image]
[bookmark: _Toc41810979]Figure 16 House for a Photographer, Credit: Alejo Bague
The reduction in hand drawing has limited the pallet of design. Merrick describes how an “antidote is needed”[footnoteRef:62] to counter the rigidity of CAD and the often unrealistic outputs which lead to renders “transforming Croydon into a ‘vibrant’ conflation of Singapore and Centre Parks”[footnoteRef:63] A further threat to both craftsman and architects come from BIM[footnoteRef:64] "BIM will only enable you to build what the construction industry enables you to build,"[footnoteRef:65] -  "Because it's inherently linked into products that are available."[footnoteRef:66] This in turn limits the creativity and the flexibility of architects to select nonstandard methods of construction. The use of BIM has become wide spread “Half of all architectural practices use BIM”[footnoteRef:67] [62:  (Merrick, 2012)]  [63:  (Merrick, 2012)]  [64:  Building information modelling (BIM)]  [65:  (Cheshire, 2017)]  [66:  (Cheshire, 2017)]  [67:   (Cheshire, 2017)] 

Whilst high-end projects and bespoke housing benefit from the skills of the architect the same cannot be said for most vernacular buildings. These are typically not designed by architects. Building Advisor estimates that architects in the US are involved in just 2% [footnoteRef:68] of the housing coming to market. “New figures show that the top 25 housing construction firms 'directly employ' a total of just 46 architects, with three firms making up half that list.”[footnoteRef:69]  “nine firms on the list do not have a single ARB architect on their book”[footnoteRef:70] The report shows that architects had little influence on the vast majority of the 160,000 houses being brought to market in 2018. They were designed and implemented using teams of technologists and engineers, who design housing to maximise profit rather than quality or aesthetics. Ramus confirms this "A developer's job is to maximise their profit. A planner's job is to control the quality of the buildings”[footnoteRef:71] As a result of the desire to maximise profit and speed, speculative housing is typically produced using off the shelf products instead of handcrafted goods.  “Today, hand-crafted solutions cost much more than modern construction approaches and are likely to be found only in bespoke homes at the upper end of the market.”[footnoteRef:72] Standardisation in texts and computer packages has some positives "less cost and more speed, fewer defects and less reliance on site skills.”[footnoteRef:73] This drive for speed and profit, within the housing industry, and standardisation has led to a fall in overall build quality “The YouGov survey for the housing charity Shelter in 2017 found that 51 % of homeowners, of recent new builds in England, said they had experienced major problems including issues with construction, unfinished fittings and utilities.”[footnoteRef:74]  [68:  (Laden, R., 2013)]  [69:   (Marrs, 2015)]  [70:  (Marrs, 2015)]  [71:  (Marrs, 2015)]  [72:  (Taylor, 2018, p. 11)]  [73:  (Taylor, 2018, p. 10)]  [74:  (Taylor, 2018, p. 10)] 

 
As the construction industry has changed, the training of architects in the studio has also had to adapt. With the rapid introduction of computer modelling, hand drawing has become less important with more emphasis being placed on high quality graphic design, C.A.D. Architect Michael Gravels writes in the NY Times “Today architects typically use computer-aided design software with names like AutoCAD and Revit, a tool for “building information modelling.” Buildings are no longer just designed visually and spatially; they are “computed” via interconnected databases“[footnoteRef:75]   He goes on to say “today’s “parametric design,” which allows the computer to generate form from a set of instructions, sometimes resulting in so-called blob architecture. The designs are complex and interesting in their own way, but they lack the emotional content of a design derived from hand”[footnoteRef:76]  In contrast RIBA states that the current education system “Investigating architecture through art, digital media and in real-world contexts, our programmes encourage learners to think critically and test the bounds of their creativity.”[footnoteRef:77] A recent study of practicing architects by Arch Daily found that “Almost all seemed to believe that CAD and hand drawing could perfectly coexist, as most seemed to feel that sketching was an ideal tool for forming ideas and design software was more suited to the precision and clarity that is required at the later stages of the project”[footnoteRef:78] Hand drawing brings to the table the element of tactile connection of the project to the architect and their connection to craft. “In drawing, the relationship between hand, eye, intuition, emotion, and thought is febrile and equivocal. It can produce an astonishing range of expression,”[footnoteRef:79] By reaching a point of equilibrium between tradition and technology the architect has managed to keep his skill set relevant to the demands of contemporary construction sector.  [75:  (Graves, 2013)]  [76:  (Graves, Sept 2012)]  [77:  (RIBA, 2020)]  [78:  (Stott, 2015)]  [79:  (Merrick, 2012)] 

[bookmark: _Toc41810980][image: See the source image]Figure 17 Bauhaus Dessau Credit: John Smiroldo
In Kenneth Frampton’s ‘History of Modern Architecture’, he highlights the founding principles of the Bauhaus "Let us create a new guild of craftsmen, without the class distinctions which raise an arrogant barrier between craftsmen and artists. Together let us conceive and create a new building of the future, which will embrace architecture and sculpture and painting in one unity, and which will rise one day toward heaven from hands of a million workers "[footnoteRef:80] Kenneth writes about the aims of the Bauhaus and its drive to produce a cohesive design process " a new cultural unity could be attained only through a new art of building, wherein each separate discipline would contribute to the final form"[footnoteRef:81] The coming together of likeminded designers, to run the workshops led to its apprentices exploring not just different materials but also different design outputs, and mediums. "a new cultural unity could be attained only through a new art of building, wherein each separate discipline would contribute to the final form"[footnoteRef:82] This is very different from the state of education in Britain today which has a primary focus on academia over the teaching of craft or practical based learning “In six years, 2007-2013, student participation in craft-related GCSEs fell 25%. In higher education, the number of craft courses fell 46%”[footnoteRef:83] With less people studying craft subjects in both secondary and further education this in turn will lead to a wider fall in people employed within the industry in years to come.  [80:  (Frampton, 2007, p.123).]  [81:   (Frampton, 2007, p.126)]  [82:  (Frampton, 2007, p.124)]  [83:  (Crafts Council, 2014, p.9)] 












Regionalism & Quality
[image: ]
[bookmark: _Toc41810981]Figure 18 Traditional thatch cottage Worcester, Credit: cotswoldcountrycycles
The skills of the traditional craftsman and architect have been honed over time to utilise the materials to hand and to overcome regional challenges and environmental conditions. This creates easily identifiable variation in building typologies, material application and character. The photo above shows a typical 16th century timber framed cottage, constructed from local oak, infilled in clay brick and topped with wheat straw thatch. “Critical Regionalism can be understood in different ways: as a compositional understanding of the ground figure of the project; as an interest in the cultural and material histories of a specific site; or as an awareness of the technical constraints and opportunities that a site can imply”[footnoteRef:84]  [84:  (Patteeuw - Szacka, 2019)] 


This is a far cry from the construction of the majority of today’s houses constructed from imported products, in an almost universal style described as ‘speculative housing’. These generic boxes have done away with regional identity, replaced with a standard model to improve efficiencies and profit margins.  R Guy in the Architects Journal writes: “Many schemes using standardised house types have never seen an architect” and goes on to say “The housebuilding industry has got leaner and meaner, which works as a model for them – so there is no use blaming them for it. Their remit is to get maximum return on the capital they have borrowed to fund development and they have done that very well since the crash, delivering less product  and making much more money …a dream for any business” As Glancey sums up the present lack of attention and care given to modern housing design and construction, he writes in the Guardian “Most of the trashy buildings we spend our working and domestic lives in are about as finely crafted as an MDF bookcase from a budget DIY warehouse.”[footnoteRef:85] Developers and housing associations, are stated by the ONS, as responsible for building more than 80% of the 161,022 homes in 2019 across the UK. Industry estimates for the percentage of new homes designed by architects are speculative and vary between 5-15%.  [85:  (Glancey, 2001)] 

[image: ]
[bookmark: _Toc41810982]Figure 19 Mulberry Park Housing Estate, Credit: Roger Smith

The replacement of architects in the construction of new homes has had many consequences.  The most reported result has been a noticeable fall in quality. In “The Guardian” article ‘Persimmon profits fall as housebuilder looks at repairing reputation” Kalyeena Makortoff highlights the fact that the house builder has had to recruit almost 200 additional staff and expand its customer service wing of its business to deal with the 40% increase in customer complaints due to poor levels of construction, resulting in a £7 million drop in profits as a result. Legislation has helped fuel this industry with “The help-to-buy programme, in which the government provides a guaranteed interest-free loan for a deposit helped Persimmon make record-breaking profits of more than £1bn last year. The scheme underpinned half of its sales last year.”[footnoteRef:86]   Persimmons response to a loss of profits and poor customer reviews was not to increase quality and introduce higher levels of craftsmanship to the business model but was instead to: “Following a flurry of customer dissatisfaction, it took the decision to temper the speed at which it released homes to market, in a bid to avoid a repeat performance.”[footnoteRef:87] This reduction in release helps the firm to carry out much needed snag analysis in order to improve quality but this comes at an impact to the volume required to generate profits within this building model. Guy states that this tactic is not done to push up quality but “starving the market… [so] design becomes less important. The consumer becomes hungry for anything.”[footnoteRef:88] In order for the house builders to generate further profit the major push has been for mechanization of the construction process. Recent reports identify MMC[footnoteRef:89] as making up 7% of the UK housing market[footnoteRef:90]  This model is the result of evolution following production methods first introduced during the industrial revolution. “The change in essence, has been largely in the development of mechanized methods for manufacturing them and in the networks of commerce that have made raw materials and finished products available”[footnoteRef:91]   [86:  (Markortoff, 2019)]  [87:  (Markortoff, 2019)]  [88:  (Marrs, 2015)]  [89:  MMC (Modern Methods of Construction)]  [90:  (Taylor, 2018, p.6)]  [91:  (Elliot, 1992)] 


[image: ]The architect journals and online databases showcase hundreds of new projects that are delivering high quality design and construction. Many of these utilize craftwork as a core element of both the design and execution such as the Butaro Doctors' Housing in Rwanda. The project explored the use of craft skills to drive sustainable building and training during the construction of high-end houses to attract doctors to the new hospital. “Everything—from the CSEBs to the custom furniture and light fixtures—was fabricated by local masons, carpenters, and artisans, and through extensive, collaborative mockups”[footnoteRef:92] This project highlights ways in which combining traditional crafts with contemporary design can bring a boost to the local workforce and create buildings of architectural merit.  [92:  (Architizer, 2012)] 
[bookmark: _Toc41810983]Figure 20 Handmade Clay Tiles, Credit: Iwan Baan

[image: ]Another article which focuses on crafts skills by Eric Baldwin looks at traditional joinery in contemporary design and focuses on the work of Architect Kengo Kuma in Japan. The article “explores wooden designs that are elegant and light, structures that reinterpret traditional forms and building techniques”[footnoteRef:93] The article explores not just the use of materials and space and form, but how the combination of techniques and design enhance the aesthetic and ambiance within the space “It is an architecture grounded in transience, weathering and warmth”[footnoteRef:94]  [93:  (Architizer, 2012)]  [94:  (Architizer, 2012)] 
[bookmark: _Toc41810984]Figure 21 Daiwa Computing Research Building, Credit: Kengo Kum,


1. Architectural master’s approaches to contemporary architecture	

The aim of this section is to demonstrate that good architectural design requires sensitivity, attention to detail, a focus on quality and the setting a building in context. The chosen architects where.  
1. Alvar Aalto
1. Carla Scarpa

1. Aalto;
Alvar Aalto’s approach to architecture and his attention to detail set him apart from his peers. His emphasis was on the creation of homes and not houses for magazine covers “Aalto’s attention to human experience as it was engaged in the rituals of everyday life”[footnoteRef:95]  He focused on how his buildings would be used, explored, and touched. This led to a tactile experience of the space. Aalto stood out in this respect from other modernist architects. He resisted the movement to dehumanise his buildings and create lifeless shells with machine like aesthetics like le Corbusier.  “A house is a machine to live in”[footnoteRef:96] Instead he embraced the everyday life which took place within his creations and made buildings to be lived in and not just looked at. “The ultimate goal of the architect…is to create a paradise. Every house, every product of architecture… should be a fruit of our endeavour to build an earthly paradise for people”[footnoteRef:97] Aalto used craftsmen extensively throughout his projects for example in the Villa Maria and his Finnish pavilion. Aalto encapsulates his buildings within their context in an extraordinary way. This can be seen in his design for the staircase in the Villa Mairea, in which he emulates the surrounding forest in the design of the staircase. Equal credit should be given to Aalto and the master carpenters who managed to construct such an elegant design.    [95:  (Carter, 2014, p.33).]  [96:  (Le Corbusier, 1928, p.55)]  [97:  (Aalto, 1957, p.26)] 

[image: ]
[bookmark: _Toc41810985]Figure 22 Section Drawing Villa Mairea, Credit: Joyce Tsai

[image: See the source image]
[bookmark: _Toc41810986]Figure 23 Aalto’s forest staircase in the Villa Mairea, Credit: Devanshi Shah

Aalto allows the expanses of glass to flood the internal space with the low light of the distant sun. This allows the staircase to further emulate the surrounding forest incorporating dappled light and shade. This gives the main living spaces an ethereal quality and both highlights and contrasts [image: ]the finely crafted interiors.[bookmark: _Toc41810987]Figure 24 Villa Mairea, Credit: Devanshi Shah

Aalto had a keen eye for fine detail and explored the “relationship between Architecture and the fine arts” 98 He explored not just the context in which his buildings would sit, but also the composition of the form and elevations in relation to their surroundings. This can be seen best in the chosen siting of the Villa Mairea and its setting within the forest clearing. The composition of white render and natural timbers on a slate base, appears to hover above the ground combining a mix of the natural and inorganic. The slate base has been executed to a crisp finish by the mason and the timber panelling has been done with a light touch by a skilled joiner. The selection of timber gives the building a more tonal and earthy quality. This helps blend it to its surrounding. In doing so, the craftsmen and designer have enhanced the forest setting instead of detracting from its organic beauty.
[image: ]
[bookmark: _Toc41810988]Figure 25 Aalto's Experimental House, Credit: Ivan Himanen

Another notable project where Aalto experimented with crafts extensively was the “Experimental House” in Muuratsalo, Central Finland. On this project Aalto took traditional brick work and turned it on its head. “The architect chose to amplify the contrasting qualities of the artificial and natural aesthetics of different masonry finishes: the external surface is skim-coated and painted white, while the bricks facing the intimate inner courtyard of the house are left exposed, their earthy textures blending with the surrounding natural landscape.”[footnoteRef:98] This project demonstrates Aalto’s affinity towards crafts and an ambition to push the boundaries of accepted construction techniques. “Aalto’s idiosyncratic courtyard walls are this building’s defining feature and form a beautiful example of how a unique architectural language can be produced by deviating from conventional construction techniques. The walls are composed of a patchwork of different brick patterns, forming a collage of texture and colour that evokes the patina of the surrounding forest”[footnoteRef:99]  The alternating use of brickwork patterns and bonds completely change the aesthetic and visual qualities of the external appearance of the residence. The brick courtyard contrasts with the rest of the exterior which is finished in white stucco. They are two distinctive elements which make up the exterior envelope to a unique project. [98:  (Keskeys, 2019)]  [99:  (Keskeys, 2019)] 


Aaltos natural affinity for crafts transcended his focus on his architectural projects. He frequently partnered with the craftsmen Otto Korhonen to design and construct a wide variety of bespoke furniture and fittings to suit his buildings. 

1. Carlo Scarpa.  
Scarpa’s use of craftsmen within his projects forms a basis for his approach to architectural design. This is achieved through his use of “Stratification”. This approach to design, is a defining feature of Scarpa’s work. He peeled back the layers drawing attention to the past and revealing the methods of construction and the differences between what was old and what is new. He drew attention to the separation of materials using linear planes to create an aesthetic relationship in the overlapping layers, resembling geological structures. Scarpa often highlights this aesthetic by using contrasting materials such as the roof treatment on Castelvecchio with a modern metal clad structure, inserted below a traditional clay tiled roof. The lower metal roof projects out beyond the clay tiled section, forming a roofed terrace from which to look out over the courtyards and feature sculpture. 
[image: ]
[bookmark: _Toc41810989]Figure 26 Stratification of Castelvecchio Roof, Credit: Barnaby Evans

This insertion is highlighted further by a de-constructivism approach. The lower corner of the tile roof is cut back at 90 degrees mid-way down the roof to reveal more of the metal roof. In doing so he blends the line of intervention. This approach requires an evolved sense of aesthetic both on the part of Scarpa and his skilled craftsmen who executed his ideas. Scarpa’s approach to the restoration of Castelvecchio is in stark contrast to SPAB’s philosophy of minimal intervention[footnoteRef:100].  [100:  (Johnson, SPAB)] 

Scarpa’s approach to the treatment of historic buildings and the blending of new and old materials accomplishes a level of complexity which adds depth to the visual and physical planes, in turn communicating a sense of honesty in the construction and material connection. Scarpa wrote “Transparency, interpenetration; if one sees two or more figures partly overlapping one another, and each of them claims for itself the common overlapped part, then one is confronted with a contradiction of spatial dimensions.”[footnoteRef:101] This relationship intensifies the contrast between different materials. These are often arranged in irregular forms on the façade of the palace wing. Scarpa adapted his design as the construction phase revealed hidden archaeology. This shows a key sensitivity on the part of Scarpa in relation to his design process.  [101:  (Schultz, 2014, p.14)] 

[image: See the source image]
[bookmark: _Toc41810990]Figure 27 Castelvecchio Facade Credit: Castelvecchio Museum

Scarpa’s architectural layered style, which exposes the history of a piece, is echoed in his working method. He worked in a form of collage; drawing each element on thick card and paper, each new addition added in a new layer of physical material, almost a precursor to photoshop. “layer by layer, the plans are brought up to date, photos, ideas, and new insights”[footnoteRef:102] This approach looks more like that of a messy artist than the highly ordered drawings of a technical draftsman. It shows the spontaneity that can be achieved with this approach. [102:   (Schultz, 2014, p.14)] 

[image: See the source image]
[bookmark: _Toc41810991]Figure 28 Carla Scarpa's Sketch Plans, Credit: Joy Estrada









[image: See the source image][bookmark: _Toc41810992]Figure 29 Scarpa's Handrail Detail, Credit: Charles Holland


Scarpa has a keen eye for detail which goes beyond architecture and moves towards refined master craftsmanship. This is demonstrated in his obsession with connections. “Scarpa rediscovered  his true calling , expressing the secrets of craftsmanship as a moral conviction; knowledge of the craft, patience, the means to define and the passion to touch things; pleasure and artisanal motivation are born from the conviction that one knows how to do a few things well”[footnoteRef:103]   The details of his connections in his handrail designs would not look out of place between the covers of the latest BABA journal. The connection is of the utmost importance in Scarpa’s work “the theme of the joint has central significance for the autonomy of the elements and becomes the symbol of connection and separation alike”[footnoteRef:104]  [103:  (Schultz, 2014, p.12)]  [104:  (Schultz, 2014, p.79)] 

An example of this is his highly sculpted staircase within the Olivetti showroom (Venice). The marble planes of the stair treads are separated by the contrast of the bronze spacers, adding a small but highly refined detail to an otherwise simple design. Without the shadow gap, it would be a simple stark white mass. The shadow creates the visual depth and separation required. 
[image: ]
[bookmark: _Toc41810993]Figure 30 Olivetti Showroom, Venice, Credit: George X. Lin
Carla Scarpa’s attitude towards craft can be traced back to his unique education. He studied art at the Academy of Fine Art and later architectural drawing. This can be seen in the level of thought given to each material’s place within the hierarchy of space; “all materials are alive and pleasure giving so long as they are worked according to their nature, put in suitable places, with discretion, and near to others which, through contrast or affinity, create a harmonious whole.”[footnoteRef:105] [105:   (Schultz, 2014, p.79)] 









7.Analysis of Caerphilly Castle visitor centre (Davies Sutton Architects)

CADW required the addition of a visitor centre at Caerphilly Castle. Davies Sutton drew upon the wealth of local craft skills to produce a structure that feels in harmony within the context of the original fortress, whilst not creating a pastiche of a medieval construction. The new addition is clearly a contemporary structure in its design and aesthetics, whilst its construction draws upon the traditional oak framing skills of “Oakwrights” timer framers. The new visitor centre ties into the existing defensive stone wall (between the inner and outer keeps). The scale of the centre is relatively compact and would be dwarfed by the monumental scale of the defensive structures were it not for the bold design feature of the centre’s roof. Like the ribcage of an ancient ship, it projects out and beyond the limits of the centre’s footprint. This structure terminates in an aggressively angular prow pointing in the direction of travel inwards, towards the heart of the site. With the roof clad in a smooth standing zinc seam, lightly oxidised with time, it blends with the existing lead flashing. This choice of materials and finish is subtle and does not clash with the visual tones of the existing limestone walls. It demonstrates sensitivity to the building’s surroundings. 
[image: ]
[bookmark: _Toc41810994]Figure 31 Caerphilly Castle Roof, Credit: Davies Sutton Architects
The design for the visitor centre focuses on the traditional wood- working techniques, in part, due to its context within a historical site. The techniques used differ from what would be expected from a contemporary structure. The use of a bespoke oak frame and features such as the pedestals on the base of the oak columns relate back to traditional construction, utilizing the skills of master craftsman. Whilst the form of the pedestals is very traditional, the material choice is a modern one. Using galvanised steel stops the capillary action of ground moisture and visually separates the modern material from the historic fabric, creating a clear separation between new and old in a similar way to that of Scarpa. 
[image: ]
[bookmark: _Toc41810995]Figure 32 Caerphilly Castle Visitor Centre, Credit: Davies Sutton Architects
The need to delineate the new features from the historic fabric, are also present in the treatment of the glazing. There is no attempt to create a pastiche of medieval gothic within the design. Instead a contemporary, seamless curtain wall takes centre stage behind the colonnade. This seamless glazing allows a panoramic view from the visitor centre and links the interior of the centre to the castle’s ward. It is only interrupted by the rhythm of the columns and the fenestration on the glazing. This seamless and subtle transition allows the visitor to begin their immersion in the castle’s heart.
The structure has an honesty in both the design and construction methods used by the architect’s and executed by its craftsmen. The visitor can see each scarf joint and peg holding the structure together unlike many modern techniques where the methods of construction are hidden. The details have been highlighted and add to the visual richness of the building. The creamy tones of the oak give the building a visual warmth and the rough sawn texture gives the building’s inner surfaces further subtle depth. This is highlighted further by the tectonic layering of the west wall of the centre with its overlapping timbers interlocking like fingers. 
The timber treatment of the end wall, with its tectonic qualities, help to create a degree of unity with the uneven stone towers. This adds to the visitor’s sensory experience of the site.
[image: ]
[bookmark: _Toc41810996]Figure 33 Caerphilly Castle Visitor Centre, Wall Detail, Credit: Davies Sutton Architects
The interface of the glass wall and the timber framed roof add a subtle level of detail to the aesthetic. The need to give the glass structure physical support from wind -loading, has been carried out with minimal visual impact. The steel brackets are small in scale compared to the size of the glass abutments. They are given a hint of importance with the detail of fixings used to pin the glazing and steel together. This reflects on Scarpa’s use of bronze detailing when connecting different materials to highlight their significance. That is not to say that decoration is not important in enhancing the space, but it moves beyond the replication of historic forms and focuses the design in its simplicity of form and the quality of its execution through refined craft skills both of the maker and the designer. 




8. Conclusion 
There were a number of challenges in reviewing the current literature. Craft skills are brushed over in the architectural texts or they are discussed in terms of the method of construction rather than their philosophical use and role in the design process. A few pieces of literature such as ‘The Story of Craft’ discuss crafts in great depth and the role that they fulfilled within society. But many authors use the term craft to discuss handicrafts or applied arts instead of crafts linked to architecture. The most information on craft work within literature, comes from its inclusion and the philosophies around the Arts and Crafts movement. There is a wealth of information on Lutyens and Morris, and their use of crafts in the 19th century, but a large gap in the literature surrounding the role that crafts have played in 20th century architecture. The research found that during the 20th & 21st century, most architectural researchers and authors deem crafts irrelevant. The research has identified a lack of discussion around traditional methods of construction in the architectural journals. This flaw could be addressed by the readership, by drawing the editor’s attention to this absence and oversight. Other challenges faced during the research were the lockdown restrictions brought in during the 2020 Corvid 19 pandemic, which prevented several planned site visits and access to library resources. 
Researching contemporary vernacular construction has raised many key issues around build quality, due both to poor design and the lack of skilled trades, and crafts people to carry out the more technical aspects of the construction process.  The reports analysed demonstrated that the response from industry has not been to train more skilled people, to fill the gaps, but to either ship in workers from overseas or to simplify and standardise domestic building design. This has also led to a significant increase in the prevalence of offsite construction and prefabrication. Whilst this may have many advantages in terms of speed of production and reduced snagging issues, it can only lead to the further loss of skills and the traditional crafts and the architect’s role in this aspect of the construction sector. The literature review identified that the exclusion of skilled architects in the design of mass housing projects, by the large developers, has had a detrimental effect on the public’s perception of vernacular architecture. The current rate of construction of just 160,000 homes per year only favours the developers by limiting consumer choice. The public require alternatives, and choice is key, to drive up the quality in the marketplace. Good housing should not be the preserve of the wealthy. Architects need to address the perception of quality and elitism by actively seeking work within the mass housing sector to improve the design and cohesion of schemes. It may not be possible, without finding a new method of funding future housing development, if the sector is to meet the government’s target of 300,000 new homes per year. Greater involvement in design of affordable housing will also help to keep architects’ skills relevant to this sector.

Regionalism is an important part of our architectural history, cultural identity and driver for keeping crafts alive. As such, regionalism needs to be protected and promoted. Through improvements to legislation and campaigns like “Distinctly Local” we can enrich our built environment and bring regional crafts back to the mainstream. Scarpa and Aalto were inspired by their experiences and exposure to local craftsmanship in their local regions. This brought about defining design traits which are unique to each of the designer’s work. The unique and often experimental attributes have gone on to enhance the regional identity and sense of place. Regionalism has been recognised as a key factor in other sectors such as food and drink production. The architectural sector could greatly benefit from wider promotion of regionalism, especially within the housing sector. One method would be to enforce regional design through new planning regulation actively enforcing the use of local materials in design and construction. Regionalism benefits not only craftsmen but also tourism and presents new challenges and opportunities to architects to adapt and enhance designs to fit within a diverse range of contexts, rather than a distorted international blandness, seen in the current approach to affordable housing design by developers. “To garner support from the existing community, good neighbourhood design should begin with an analysis and understanding of the local physical, historical and cultural contexts as a way of exploring potential design narratives. This exercise in capturing a ‘distillation of place’ will help to deliver new neighbourhoods with a strong identity and sense of belonging.”[footnoteRef:106]  [106:  (Taylor, 2018, p. 9)] 


The research demonstrates that all crafts need more exposure to the public to stay relevant and boost demand. This needs to be driven by the craftsmen themselves, by coming together to form larger organisations which go beyond the remit of small business management and promote their combined craft. A fine example of this is the work of BABA. They have driven a revival and raised the profile of blacksmithing not just in Britain but globally. This has been successful by promoting the education of new craftsmen and providing a network of craft business through which novices and journeymen can gain experience, skills, and business advice. In addition to upskilling it allows collaborative work on projects in the public domain. Collaborative projects such as the Blacksmiths Needle benefit local communities and generate positive marketing for the crafts involved. This approach has improved the public’s awareness and perception of the ancient craft of the blacksmith and has the positive benefit of increasing the perceived value of the blacksmith’s work. Only through education can we highlight the strength of each craft, and what it can offer society. “Today, hand-made furniture, hand-made shoes, and even hand-made bricks are greatly valued and, as in medieval times, there is a premium on skilful hands and a pride in the ability of ordinary men to supply ordinary needs.”[footnoteRef:107] [107:  (Jenkins, J, 1978, p.8)  ] 


The research explored how architects with a deep routed connection with crafts, early in their careers, go on to use and develop the use of crafts in their architectural endeavours. This connection and use have a positive benefit on the aesthetics and emotive experience on those using the building. This in turn helps to keep crafts relevant and value to their addition in new developments. The research explored how the use of nonstandard building products allowed greater experimentation and increased avenues to be explored in the design process. To reconnect architects with the benefits of the making and experimentation process, education in the studio needs greater exposure to interdisciplinary studies. The connection to the making process can be improved by following the examples in approach to design and construction by Aalto and Scrapa, and by methods championed by the Bauhaus. “creativity and manufacturing through rejuvenating design”[footnoteRef:108] The continued experimental work of craftsmen, across all disciplines, has pushed the boundaries of design and helped in the creation of exceptional pieces of architecture such as Castelvecchio. “a renewed interest in craft in contemporary manufacturing will help retain skills but also offers designers different ways of working with materials.”[footnoteRef:109] Promoting pastiche or decoration is not the aim of widening exposure, of new designers, to traditional crafts, but by understanding a broader and more diverse range of methods of construction and techniques will enable future designers to move beyond the regiment of the status quo, and the pitfalls of rigid design systems like BIM.  [108:   (Gupta, 2020)]  [109:  (Winston, 2014)] 


Designers can greatly benefit by moving away from the computer. The pursuit of photo realism within renders and computer packages does not always assist the quality of the final design. “A Machine cannot think, it cannot design, and it cannot express its character on what it does or creates. But give a man a piece of stone or wood, give him a few simple tools, give him  practice, add to this a love and understanding of his medium and a highly developed sense of taste, and the craftsman’s technique, however simple, becomes unsurpassable.”[footnoteRef:110] Scarpa’s approach to the design process of being hands on and almost sculpting the final design brought a tenderness to the process which can be seen in how the small details are highly refined in both design and execution. This approach reconnects the architect and client to the process of making rather than just the finished product. People need to reach out and make the physical connection with the surface, to feel the imperfections that give the ‘handmade’ its unique character. This goes hand in hand with using a pallet of locally sourced materials and skills. The study of Scarpa and Caerphilly demonstrated that this does not need to be done In a way that creates a pastiche to a past era, but instead can be used in a way that creates buildings that subtly belong in the context “The architect’s role must be to find a contemporary regional language that can support 21st century living requirements and become an authentic evolution of tradition”[footnoteRef:111] [110:  (Jenkins, J, 1978, Pg.8)]  [111:  (Taylor, 2018, Pg. 23)] 

Only through positive action on the part of architects, educators and craftsmen can traditional crafts hope to become relevant once more. Their continued survival is not guaranteed, and only time will tell if the traditional crafts will still be with us in future decades, but this author will do his best to help them prevail.
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