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Introduction

Professional practice learning in Art education found its voice in the 1980’s with the introduction of “schooling in Business Studies” (Woods 2008, p. 184). Since then an ongoing debate, that mirrors that of the long-running tension between studio practice and theory, has taken place. This debate has focused on the implications that professional practice learning has on the creative process, the nature of the Artist, and political, social, and economic attitude towards the Art world. The essay intends to examine the worth, delivery and problems faced with professional practice learning.  

A literature review found more research into higher educations (HE) delivery of professional practice learning in Art, rather than in further educations (FE). This is due to HE increasingly aligning it’s self with issues concerning the employability of it’s students. FE appeared to place more emphasis on teaching the subject of art & design, and providing support for applying to HE, rather than professional practice learning. 

Woods (2008, p. 184) points out that there have traditionally been two aspects of Art education ‘art’ and ‘design’: “‘art’, on the one hand, with it’s baggage of the ideal, the self, the spirit and value, and on the other, commerce, trade, improving manufactures, i.e. design, with the market inscribed on its heart”. The essay discusses both art & design in general terms, however at times will place emphasis on ‘art’. 
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Introduction cont…
The essay explores the nature of professionalism through two perspectives, as identified by the social sciences: firstly the functionalist / consensus perspective and secondly the Ideological / conflict perspective. The essay then highlights the nature of Art; it examines the changing perception of Artists since the 1960’s through to the present day, and the changing political, economic, and social attitudes towards Art.  The demands of government policy for professional practice learning in education and the perceived benefits of such learning are then discussed with attention paid to entrepreneurial learning. The essay then turns to the argument against professional practice learning in educations, which looks at the ‘type’ of artist that is produced and the perceived constraints on the creative process, by this system. Finally the essay investigates what skills and attitudes constitute professional practice learning and the recommended teaching methods, this is contrasted against the current problems HE faces in delivering professional practice learning. 
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The nature of professionalism

David James and Denis Gleeson (2007, p. 130) identified that the social sciences have defined what it is to be a professional in one of two ways. First, there is the functionalist / consensus perspective which characterises professions in “terms of the attributes they might share as occupations and the functions they may serve in society” (James & Gleeson 2007, p. 130). These attributes may be certain skills or theoretical knowledge, code of conduct, routes to qualifications and an ethic of altruism (James & Gleeson 2007, p. 130). This top-down view of professionalism, in terms professional practice learning, understands the structure of the established economic order, as being integral to that of the education system (Livingstone 1995, p.60). 
Second there is the ideological / conflict perspective, this views professionalism as a “strategy for establishing occupational dominance and for gaining a monopoly position” (James & Gleeson 2007, p. 130), this view examines the “extent to which professionals’ declared altruism is a mask for self interest” (James & Gleeson 2007, p. 130).  The conflict view of professionalism, in terms of professional practice learning, is founded from within a bottom-up perspective that looks at how "cultural beliefs and practices that support capitalist society are created, transmitted and reproduced within educational worlds" (Barton and Walker, 2007, p. 328-29). From this approach the structure of professional 
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The nature of professionalism

practice learning can be viewed as not simply placing “constraints upon human agency, but as enabling" (Giddens 1976, p161). 
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The changing nature of Art

“Once upon a time, the Art world was a pimple on the arse of capitalism; today it has become part of that system” (Siegelaub 2008, p. 4)

A conversation between Seth Siegelaub and Pavel Buuchler, held as part of an Art Monthly event in October 2008, touched upon Art education and the changing perception of Art and Artists since the 1960’s. 

During the conversation Siegelaub (2008, p. 4) highlighted that the lifestyle of the Artist as a bohemian who made art because it was a “calling, something they had a profound desire to do“ (Siegelaub 2008, p. 4), has given way to the more professional and conscious Artist who use ‘strategies’ for “inserting themselves into art world history” (Siegelaub 2008, p. 4). 

However, Buuchler (2008, p. 4) points out that it is not a question of strategies, as Artists have always used strategies to ‘insert themselves into art world history’, but a question of how they go about it. It is the tactics that have changed: there is a shift towards things such as “how to write your CV, how you get sponsorship, how you place yourself, how you get this residency or that research funding” (Buuchler 2008, p. 4). This shift is in part due to, what Victor Burgin describes as, the swing away from the modernist “valorisation of the autonomous and self-willed Artist” towards an emphasis on the “cultural 
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The changing nature of Art cont…
situatedness of the individual practitioner” (Burgin 1984, cited in Woods 2008, p. 186). 
Siegelaub is of the opinion that Art has “become another profession”, part of the capitalist system of which it was once “a pimple on the arse of” (2008, p. 4). However, Buuchler states that the Art world is the last “remaining unregulated sector of capitalist enterprise” making it the “least professionalised zone of activity” (2008, p. 4). Whatever the point of view, it is clear that there is currently a “shift in self-perception among Artists towards a more savvy, self-sufficient practitioner” (A-N 2006), Artists such as Damian Hirst exemplify this change towards a more professionalised art practice. 

Sara Selwood (1995) points out that since the 1980’s attitudes towards art have changed too, due to shifts in the political, social, and economic order. The previous assumption that Art occupied a separate realm to that of material production and economic activity, has given way to an attitude which regards art as an important economic sector, which sustains employment, provides training opportunities and contributes to economic regeneration (Selwood 1995, p. xv).  
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The changing nature of Art cont…
Under the Thatcher government Art, like everything else, became “open to the rules of the market place” (ICONS 2009), arts funding became “frequently justified in economic terms” (Selwood 1995, p.xvi). Issues, such as urban regeneration through public Art became led by private sector funding (Selwood 1995, p. 23). More recently driven by the current Labour governments ‘creative industries’ strategies (Brown 2008), economic and social issues still influence attitudes towards Art, meaning Artists are increasingly seen in terms of their social and economic benefits. 

Business attitudes to Art have also changed seeing sponsorship of the art as a “mutually beneficial commercial relationship” (Jones, cited in Clark 2001). The benefits for companies include the promotion of brands, entertaining of clients and the opportunity to use Art to build links with the local community (Clark 2001). 
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Government policy and the perceived benefits of professionalism

In recent years there has been a general shift in Higher Education (HE) towards developing students' employability (Ball 2003, cited in Savage 2006). The Davies Review (DfES, 2002) called for greater attention to be paid to the “development of pupils’ knowledge, skills and experience of business and enterprise” (Clews 2007. P. 2)
Art & design course are not immune to this new approach, and in fact are seen from some quarters as being the one of the best areas for developing “the wide range of personal skills necessary in the enterprise culture” (ACW, 2005, p. 2) 

The shift in HE towards developing art and design students’ employability is a result of policy that has moved the creative industries from the “margins to the mainstream of economic and policy thinking” (Burnham 2008, p. 6). Gordon Brown states the growing emphasis on the creative industries will be “important not only for our national prosperity but for Britain’s ability to put culture and creativity at the centre of our national life" (2008, p. 3). This new approach views Higher Education in Art & Design as a “generator of wealth, boosting the economy through innovation, the pursuit of excellence, enterprise and job creation” (ACE 2006a, p. 4 - 5). 
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Government policy and the perceived benefits of professionalism cont…
Research into the long-term prospects of art & design graduates shows that most find work in the creative industries (Clews 2007, p. 6), the success of which “owes much to the quality of our arts education and the stature of our leading arts colleges” (ACE 2006b, p. 35). Andy Burnham (2008 p. 6) states “we must ensure there are people with the right skills to meet the needs of this expanded creative sector". These skills need to be adaptable to “change in the working environment and in technology" (ACE 2006b, p. 34). 

"Most Artists and Arts managers receive their initial professional training through the higher education system" (ACE 2006b, p. 4), therefore, Art education is evolving to provide a platform for the professional development of students, providing them with the skills needed for employment in the creative industries. 

A recent report by GLAD (Clews, 2007) identified that a lack of effective entrepreneurship will create barriers to the future development of a world-class creative industries sector. In the report David Clews refers to The Dearing Report (Dearing, 1997), which “recommended that entrepreneurship should be encouraged through curriculum development” (2007, p. 2), he goes onto highlight that art & design courses in HE have been exploring ways of delivering entrepreneurship learning to reflect the need to sustain growth across the creative industries sector. 
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Government policy and the perceived benefits of professionalism cont…

It is interesting to note, however, that the current definition of the creative industries does not include the ‘visual arts’; this “masks the overall contribution that they make both in economic and social terms” (ACE 2006b, p. 35). Although there is demand to “see the current definition of the creative industries expanded to include the visual artist” (ACE 2006b, p. 35), visual artists themselves are increasingly becoming “self-sufficient practitioners who act in several roles and take on responsibilities relating to one’s practice that would traditionally undertaken by others – presentation, studio provision, self-management to name a few” (A-N 2008a). Therefore, the learning of business, enterprise and entrepreneurial skills and attitudes are very relevant to their practice whether they are categorised in the creative industries or not. 

The encouragement of professional and entrepreneurial skills and attitudes not only benefits the economy, but society too. However, David Clews (2007, p. 4 - 5) points out that national policy “fails to recognise that entrepreneurial behaviour may be exhibited in non-commercial situations including public subsidy sectors, not-for-profit and social enterprises” tending to “focus on commercial entrepreneurship”. This somewhat contrasts Gordon Brown (2008) statement that, "Creativity, culture and the arts improve the quality of all our lives", it is “defining of our national identity” and “provides a dynamic and vibrant society”. Either way it is clear that professional and
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Government policy and the perceived benefits of professionalism cont…

entrepreneurial skills and attitudes are promoted as being important to artistic practice in social and economic life. 
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Against professionalism
“In the art and design sector there is sometimes a tension between the pursuit of creative practice for its intrinsic values and preparing graduates for employment” (Ball 2003, cited in Savage 2006).  

Paul Woods (2008, p. 184) highlights that there has been a long running continues tension between studio practice and critical thinking, however in the 1980’s a new element crept in to the debate, “This was schooling in ‘Business Studies’” which would transform Art students into “potential small business men and women”. Suddenly the pursuit of creative practice for its intrinsic values, through studio practice and / or theory, found it’s self confronted with the, external, economic and social demands for professional and entrepreneurial skills. The resulting debate looks to be as long running as the one between studio practice and critical thinking

Gareth Jones (2008, p. 10) states that the pressure on education to be relevant to society produces students that are reasonable and adaptive, “it is education for conformity”. Jones argues educations fixation on the ‘exit sign’, goes beyond being a question of, what students need to know to get a job, to being a question of, “how can we turn out students who will fit in with the requirements of society?” (2008, p. 10).  Siegelaub (2008) echoes this view stating that many Art schools, “legitimise, authorise and support the 
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Against professionalism cont…

production of a certain type of artist”. Submissive, passive and conformist personality characteristics are important traits for the reproductive process of 
a capitalist economy (Barton & Walker 2007, p. 331). 

Creativity and imagination are “often stifled in the pursuit or… instrumentalist employability ends” (Hyland & Merrill 2003, p. 169). The problem, as Jones sees it, is that in order for change and innovation to take place in society we need unreasonable people who expect the world to adapt to them, rather than reasonable people who conform. 
Dr Olivia Sagan expresses that; "linking education to a demand and supply traffic between economy and learning can… mean learning becomes subservient to ‘skilling’"(2009, p. 2), therefore, the skills demanded by contemporary society and the economy submerge learning of the subject of, in this case, art. Jones (2008, p. 10) would agree with this sentiment he believes that students should be elevated from the mundane outside world in order to “immerse themselves in a subject so it surrounds them”. It is immersion that allows the students to be creative and innovative, which develops ‘unreasonable’ people. According to Jones, the responsibility of education is to illuminate not reflect society (2008, p. 10).  
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Delivering professional practice learning
"I feel i wasn't prepared for the professional world. Most of the time i feel that i am lacking the skills to do work that is expected of me" a students comment -  (Ball 2008, p. 1)

So what constitutes professional development and entrepreneurship learning? How doe’s / should Higher Education Institutes incorporate it into their art & design courses? And what problems exist?

Linda Ball (2008, p. 4) identifies the two concepts of professional development as ‘enterprise’ and ‘employability’. Ball explains these in general terms: employability is having the skills and abilities to practice professionally these ‘life skills’ include: emotional intelligence, self-efficacy, confidence, team working, communication, being enterprising. Whilst enterprise is the additional assets of being able to spot and act on opportunities, being resourceful, proactive, having a vision, project management, networking and financial acumen.  
Entrepreneurship learning can be understood in the term laid out by Kanter (1989 cited in Killeen 1996, p. 14) who explains that an entrepreneurial career is not merely about growing a business, but about expanding the territory, volume of business, or returns of that business and sharing in the rewards that accrue. Ball (2008, p. 4) suggests a broader definition of entrepreneurial 
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Delivering professional practice learning cont…
learning, which extends beyond the 'business' model and can be applied to all aspects of individual, social, as well as economic life. Entrepreneurial characteristics include: being pragmatic, having a need for achievement, risk taking, and flexibility i.e. the jack-of-all-trades. 

These broad definitions reflect the more specific ones identified by Artist Newsletter in their ‘code of practice for visual arts’ (A-N 2006) - contribute confidently, prepare thoroughly, collaborate creatively, aim high.

Generally, employment of creative industry professionals in HE on a part-time or fractional contract is widespread (Clews 2007, p. 3). This is seen as an effective way of delivering general design, specialist business, and entrepreneurship components of the curriculum, as well as a way of making links with industry for specific projects, work placement or knowledge transfer (Clews 2007 p. 3). However, Antonia Payne highlights that within HE visual arts courses there are fewer staff that are actually practicing as artists, this is causing a gap to grow between professional visual artists and those who are teaching the next generation of artists (2004). 
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Delivering professional practice learning cont…
According to ACE (2006, p. 11) many HE institutes support graduates with the transition into work through business start-up advice, incubator units, and showcasing their artwork. However, there are “considerable anxieties that education is not providing an appropriate foundation for sustained growth of creative industries (Clews 2007, p. 7). Liam Gillick (2008, p. 6) believes that the Art school system “does not reflect the potential of cultural practice” and that the problem of this lies at a structural level. 

Gillick argues that the idea Artists need to have an individual space and produce degree exhibitions, as an essential step into a broader community of singular practitioners, is an insufficient model for preparing students for the complexity and non-resolvability of the art context (Gillick 2008, p. 11). This could be the result of "increased attention on academic research [which] may have steered academics and students towards values aligned to the research context rather than those appropriate to the creative industries" (Clews 2007 p. 6). However, in order for Art education to truly reflect a contemporary art context Gillick calls for a learning environment that has no concrete moment of summation, as the degree exhibition, but has a great deal of presentation that explicates various positions from a group of people, unrestricted by the pragmatism of the art school structure (Gillick 2008, p. 11). 
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Delivering professional practice learning cont…

Professional and entrepreneurship skills and attitudes, will be enhanced when “learned through doing” (Gibb, 2005, cited in Clews 2007, p. 4). Work-placements and volunteering provide the environment where students can apply their learning (Ball 2008, p. 5), locating it in a professional context which the learning more effective (Clews 2007, p. 4). However, surveys suggest that graduates from art & design courses are the “least likely to have had access to a work experience placement opportunity while at university or college” (ACE 2006, p. 11). 
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Conclusion

The two sociological perspectives - functionalist / consensus and ideological / conflict - provide an effective approach for understanding the nature of professionalism and how it relates to education, The ‘consensus’ perspective highlights the top-down view of political, economic, and social influence on professional practice learning, and the benefits of producing Artists who have the skills and attitudes for work in the contemporary visual art’s and creative industries. The ‘conflict’ perspective of professionalism identifies that students are not necessarily constrained by the learning of such skills, but that this knowledge can empower them to create the professional environment of the future. 

It is clear that the nature of the Artist has changed considerably since the 60’s, with a shift away from the “autonomous and self willed” (Burgin 1984, cited in Woods 2008, p. 186) modernist Artist, towards a more savvy, culturally situated, and professional practitioner. Economic, social and political attitudes towards Art both reflect and influence the changing nature of Art and Artists, with artists competing for residencies, public and private funding, and research opportunities. 

Government policy has shifted focus onto the visual arts and creative industries, as it perceives these areas to be essential to the future prosperity, national identity, and improved quality of life. This creates a top-down influence on HE’s to shift its attention towards the employability and 
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Conclusion cont…

entrepreneurial learning of its creative students.  However, the argument against HE’s closer links with society and the economy will continue to question the effect of professional learning on creativity, highlighting that the nature of professionalism actually goes against the creative process. 

HE has many problems to overcome in order to deliver effective professional practice learning in Art education especially at a structural level. However, an emphasis on creating links with industry through work placement and employment of Art professionals should go someway to bridging the perceived gap between the two. 

The essay concludes that a balance should be met between professional practice learning and the development of studio & theory practice. John Dewey states “evidence… does not provide us with rules of action but only with hypothesis for intelligent problem solving” (Biesta 2007, cited in James et al 2007, p. 121). Perhaps Art students should be provided with the knowledge of what professional practice skills and attitudes have worked in the past, rather than defined rules and codes of practice that professionals should abide by, this knowledge would empower them to create the professional environment of the future, rather than reproduce the contemporary one. 
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