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Abstract. As the relevance of museums in the 21st century continues to be explored and debated,
and at the same time many craft traditions around the world face uncertain futures, the potential
role for museums in supporting artisan communities and knowledge is becoming increasingly urgent.
Museums have long been understood as repositories of collections of objects and other tangible
cultural heritage, which they aim to preserve, study, and share with the public. However, an emerging
and often overlooked role of museums is their support for intangible cultural heritage, such as local
craft communities and traditions. In this article, | consider examples (from Japan and a successful
USA-Kazakhstan museum and artisan partnership) of innovative ways that museums have helped
to support and sustain craft traditions: by assisting with the navigation of complex legal frameworks
for heritage support, and by making available museum spaces for craft community events.
Through these and other measures to promote craft practice, museums can serve both as stewards
of material craft culture, and as active participants in securing the long-term viability of invaluable
and endangered craft traditions. A focused effort to support craft practice can therefore provide
renewed relevance for museums in the 21st century among both artisan communities and the public.
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Introduction

Museums have long been understood
as repositories of collections

of objects and other tangible cultural
heritage, which they aim to preserve, study,
and share with the public. However,

an emerging and often overlooked role

of museums is their support of intangible
cultural heritage, such as local craft
communities and traditions. Drawing

on my work with artisans and museums

in Japan (which has long been a global
leader in the field of cultural heritage
preservation and promotion),

and a successful USA-Kazakhstan
museum and artisan partnership,

in this article [ present examples of how
museum practitioners can contribute

to the sustainability of craft traditions.
Around the world, many craft communities
(and the traditions and knowledge they
embody) around the world are currently
struggling to maintain viability

in a globalized marketplace due to increased
competition from mass-produced

goods, changing consumer tastes, aging
practitioners, and difficulty in obtaining
traditional materials among other

factors (Taylor; Scrase; Shah and Patel;
Pontsioen). A focused effort to support
craft practice can therefore provide renewed
relevance for museums in the 21st century
among both artisan communities

and the public.

Museums and Craft Law Facilitation
among Japanese Artisans

Since the 1974 passage of the Law

for the Promotion of Traditional Craft
Industries (Dentoteki Kogeihin Shinko
Ho), which aimed to contribute to local
economic growth through the promotion
of regional traditional craft industries,

the Japanese government has been vested
in finding ways to support traditional crafts
(Pontsioen 215). This law established

the nationwide system of traditional

craft designation, through which kumiai

(traditional craft guilds) and their members

are able to gain recognition as producers

of authentic wares made using traditional

techniques and materials. As of 2019,

there are 230 nationally designated

traditional crafts of Japan, with all

47 prefectures represented. In addition

to this national-level system, the Law

for the Promotion of Traditional Craft

Industries also facilitated the creation

of prefectural-level craft designation

and support systems. Tokyo was the first

regional authority to enact such

a program in September 1981 and has

since designated 41 traditional crafts.
One unfortunate challenge in utilizing

these government support systems

for artisans is that they must navigate

the complicated bureaucratic designation

process, and this is one way in which

several Japanese museum practitioners

[ worked with provide assistance to craft

makers, thereby contributing

to the sustainability of local craft traditions.

For example, an active group of artisans

who wish to have their craft designated

by the Japanese government must

complete the necessary application

documents and submit these to their

prefectural governor’s office. In preparing

these documents, kumiaihave been

assisted by curators and other museum

stalf at the Edo-Tokyo Museum (see fig. 1),

a major public museum in the heart

of the old downtown shitamachi area

Fig. 1. The Tokyo Metropolitan Edo-Tokyo Museum
in Ryogoku, Tokyo. (Photo by the author, 2009).
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of Tokyo that was historically and continues
to be the location of most traditional craft
workshops in the region. As outlined

in the next section of this paper,

the Edo-Tokyo Museum coordinates
with traditional craft kumiaiin hosting
craft making demonstrations

and other events, and this existing
working relationship puts museum staff
in a good position to provide such
consultation as needed.

In this way, the museum and its staff
can serve as craft law and bureaucracy
facilitators, what Levitt and Merry (2009)
call “vernacularizers”, who “convey ideas
from one context to another, adapting
and reframing them from the way they
attach to a source context to one that
resonates with the new location” (449).
For example, museum staff can help
to clarify the complex requirements
and regulations spelled out in the 1974
Law for the Promotion of Traditional
Cralt Industries, and identify potential
benefits of designation more generally,
for busy artisans who often lack
the time and inclination to parse the text
of the legislation. This resonates
with Levitt and Merry’s research
on the implementation of transnational
human rights law, which demonstrates
the difficulty in rendering legal
frameworks coherent and relevant
for people at a local level (499). Given
that museum professionals are well-
situated to work with local craft
communities and to be conversant
in cultural heritage law, the role
of museums can be critical in this context.
In the case of Japan, for example,
although cultural heritage legislation
and governmental support systems help
to ensure the future and vitality of many
of Japan’s traditional crafts, lengthy
and complicated application procedures
can deter or prevent other groups of craft
workers from applying for traditional craft
designation (Pontsioen 198).

Museum Spaces and Craft Community
Engagement

In addition to being facilities for housing
collections, museums are public spaces
that increasingly seek to engage

with and benefit local communities
(Golding and Modest). Among traditional
artisan communities, one important way
to promote craft business is through special
events, craft exhibitions and craft-making
demonstrations, which presents museums
with another opportunity to contribute

to the sustainability of crait traditions.

For example, most Tokyo traditional
craft kumiai arrange at least one exhibition
every year, which are major annual events
for many craft practitioners. These events
not only facilitate sales but also introduce
new audiences to traditional craft products
and producers, and the museum setting
is an excellent venue to reach a wide
and diverse audience. One such event,
organized by the Tokyo Waggaki Kumiai
(Tokyo Traditional Musical Instrument
Maker’s Guild), which represents
shamisen (traditional Japanese three-
stringed lute) makers, is held annually
at the Edo-Tokyo Museum in Ryogoku
(see fig. 2). Shamisen maker Takeuchi
Yasuo (see fig. 3) described the nature
of this event: “We have a demonstration
event every year at the Edo-Tokyo Museum,
have you heard of it? Here is the flyer
for this years’ event. The kumiai rents
a space in the museum, a large concert hall
with a stage. They have been doing this
event for many years now. Craftsmen
work on making an instrument and their
techniques are described and narrated
by a master of ceremonies. They have about
ten craft workers on stage and together
they make a complete shamisen or koto.
One craftsman will stretch the skin over
the shamisen body, another will plane
the neck, and another will polish
the instrument. They have a different time
slot to show each part of the process
to the audience. The whole event is free
to attend and the people who come



Fig. 2. The 23rd annual shamisen and koto crait demonstration, held by the Tokyo Waggaki Kumiai
at the Edo-Tokyo Museum on August 30th, 2017 (Photo by the author).

Fig. 3. Shamisen maker Takeuchi Yasuo in his
Tokyo workshop. (Photo by the author, 2014).

out really enjoy it. At the end
of the demonstration, they have a lottery
to give away the finished instrument.
Whoever wins goes home very happy. Even
though it’s a shamisen for practice (rather
than a concert instrument), it isn’t a cheap
instrument by any means” (17 July 2009).
Kumiai-endorsed exhibitions and special
events at museums are one of the best
sources of advertising and public relations
available to traditional craft practitioners.
One of the challenges facing kumiai
in staging such events, however, is cost.
In discussing the annual Tokyo Waggaki
Kumiai event, for example, Horigome
Toshio (see fig. 4) had this to say: “One

Fig. 4. Shamisen maker Horigome Toshio seated
in his Tokyo workshop. (Photo by the author, 2014 ).

of the ways our kumiai works to promote

our craft industry is through the annual

demonstration and exhibition

at the Edo-Tokyo Museum. This year will

be the fifteenth straight year we have held

this event. The only problem is that

it is expensive to rent the space and there

is no entrance fee for visitors to attend

the event. This means our kumiai has

to cover the cost and therefore our kumiai

membership dues are somewhat higher

compared to other kumiari” (23 July 2009).
Despite the costs to kumiai, most

artisans feel the expense is justified given

the amount of exposure such events provide

to their craft and business; indeed, several
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craft workers I interviewed told me they had
joined their respective kumiai specifically
so that they would be able to participate
in kumiai-sponsored events and exhibitions
(Pontsioen 223). This example
of traditional craft demonstration in Tokyo
represents one important way in which
museums can engage with and support
local artisans, by making available museum
space for community-directed projects
and activities.

A second example of how museums
can effectively engage artisan communities
by leveraging prominent public spaces
is the event around which a Scholarly
Symposium entitled Kazakhstan’s
Crafts and Creative Economy was
jointly organized by the Kasteyev State
Museum of Arts (Almaty, Kazakhstan)
and the Smithsonian Institution’s Asian
Cultural History Program (Washington,
DC, USA). This event was carried out
in conjunction with the annual Smithsonian
Craft2Wear show (Oct. 3—5, 2019), held
at the National Building in Museum
in Washington, DC. The Symposium
brought together museum professionals
from the Kasteyev State Museum of Arts
in Kazakhstan and the Smithsonian’s
Asian Cultural History Program, as well
as a group of artisans from Kazakhstan
who were able to share their experiences
as craft makers, provide crait making
demonstrations, and exhibit their
artisanship for the American public.
During the symposium, the participants
presented and discussed various
approaches to the study and promotion
of craits. For example, Prof. Gulmira
Shalabayeva (Honored Worker
of Kazakhstan and Director of the
A. Kasteyev State Museum of Arts)
described the craft displays at the Kasteyev
State Museum, noting that “museum
professionals and scholars from Kazakhstan
are well-positioned to inspire pride
in the cultural heritage of Kazakhstan
locally, and to promote this heritage
to the wider world” (Shalabayeva 12).

The study and exhibition of crafts
at the Kasteyev Museum exemplify
one important way that museums can
raise awareness of the cultural
and aesthetic significance of traditional
and modern crafts for a broad public.
This increased awareness is surely
beneficial to contemporary artisans
(who often work within communities from
which museum collections were sourced
in the past), as museum visitors can
become acquainted with and interested
in their work.

The visiting Kazakh artisans
at the Craft2Wear show, who specialize
in making jewelry, garments, and other
wearable crafts, also had the opportunity
to mount a fashion show (see fig. 5)
that was hosted by the Embassy
of the Republic of Kazakhstan.
The sequence of activities and contributions
of each participant are described more fully
in the introductory essay within the volume
of Proceedings from the Symposium
(Shalabayeva and Taylor). This international
exposure to the crafts of Kazakhstan,
especially to the work of the Kazakh
artisans in attendance, is an excellent
example of the potential tangible beneficial
outcomes of partnerships between
museums and artisan communities.

Fig. 5. Participants at the fashion show mounted
as part of the scholarly symposium titled
Kazakhstan’s Crafts and Creative Economy,
featuring wearable crafts from Kazakhstan.
Held at the Craft2Wear show, National Building
Museum, Washington, DC, Oct. 3—5, 2019
(Photo by Marc Bretzfelder, Smithsonian Institution).



Conclusion

As the relevance of museums in the 21st
century continues to be explored

and debated (Anderson; Worts; Martin),
and many craft traditions around the world
face an uncertain future as described
above, the potential role for museums

in supporting artisan communities

and knowledge becomes increasingly
urgent. In this paper, I have considered
two examples (from Japan and a successful
USA-Kazakhstan museum and artisan

partnership) of innovative ways

that museums have helped to support
and sustain craft traditions: by assisting
with the navigation of complex legal
frameworks for heritage support,

and by making available museum spaces
for craft community events. Through
these and other measures to promote
craft practice, museums can serve both
as stewards of crafts as material culture,
and also as active participants in securing
the long-term viability of invaluable, living,
intangible craft traditions.
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PoGepr [NoHunoex

Cwmurcon uaerntytbl (Baumurron, AKIL)

YXOMbINbIN BAPA XXATKAH KOJIOHEP A@CTYPJIEPI MEH M¥PAXAWMNAP:
XAMOHNALAH T¥PAKTblI LAMY CABAKTAPbI MEH AKLU NMEH KA3SAKCTAHHbIH
CEPIKTECTITI

AHpaTna. Mypaxannap exengeH 6epi cakTayabl, 3epTTeyai )XaHe XypTLWbibikneH benicyai Makcat
eTeTiH 3aTTap MeH 6acka fa MaTepuanablk M3AEHU MypanapAablH XXMHAKTAPbIHbIH KOWMAChl peTiHae
TyCiHineai. ereHMeH, MypaxannapablH XXaHa XXSHe XMi Ha3apAaH TbIC KaNaTblH peni 0NapAblH XeprinikTi
KONBHEepP KaybIMAACTbIFbl MEH A3CTYP/EPi CUAKTbI MaTepuanblk EMeC M3AEHM MypaFra Konaay Kepcety
60nbin Tabbinagbl. byn Makanana XXanoHusaarbl KONBHEPLUINEPMEH XaHe MypaXannapMeH (MaaeH!
MypaHbl CaKTay )XaHe HacuxaTTay canacbliHAA y3ak YakbIT 60ibl aneMaik kewbaclibl 60FaH) XXyMblCbiMa
xkoHe AKLL neH KasakcTaH apacbiHAafbl CATTI MypaXal XaHe KONeHep CepiKTecTiriHe cyeHe oTbIpbin,
MeH Mypaxkal MaMaHAAPbIHbIH, KONeHep A9CTYpepiHiH TypaKTbINbIFbIHA Kanai ynec Koca anatbiHbl
Typanbl Mbicanaap KentipeMiH. [lyHue xy3iHaeri KentereH KoneHep KaybIMAACTbIKTApbl (KaHe

oN1apha XWHaKTanFaH A3CcTypaep MeH 6inimaep) Kasipri yakbiTTa annai eHAipineTiH TayapnapaaH
63CeKenecTikTiH KyLIeliHe, TYTbIHYLWbINapAblH TaNFaMAApPbIHbIH, ©3repyiHe, TaxXipubelwinepain,
KapTatoblHa XaHe backanapMeH Katap A3CTyp/i MaTepuanmapabl anyaasbl KMbIHAbIKTapFa 6ainaHbICTbI
»kahaHpaHFaH HapbIKTa eMiplIeHAIriH cakTay ywiH kypecyae. Ocbinaniua, KoneHep TaxipubeciH
Konpayfa barbiTTanFaH Kyww-xirep XXI-wi facbipfa KoneHepLinep KaybiMAACTbIFbl MEH XYPTLUbUIbIK,
apacbiHAa MypaXkannap YLWiH XXaHapTbI/iFaH ©3eKTiNiKTI KaMTaMacbI3 eTe anafpbl.

Eckepmy. XapusnarnfaH Makana iwiHapa kenecire HerisgenreH: NoHuuoeH, Pobept. «KoneHep
0acmypepiH Konday MeH cakmayoarsl MypaxaiinapobiH peni». Ka3akCTaHHbIH, KONOHepi XaHe
LUbIFAPMALLbIbIK, SKOHOMMKAChI HOMbIHLIA XanblKapanablK CMMNO3MYM MaTepuangapsl. [lon Mankn
Telinop xaHe ynmupa LLlanabaesa (pemaktopnap). Anmatbl: A. KacteeB aTbiHAaFbl MeMiekeTTik eHep
Mypaaiibl, 2020.

Tipek ce3dep: [lacTypnep MeH Mypaxannap, TypakTbl Aamy cabakrapbl, XXanonus, AKLL-KasakcraH,
CepiKTeCTiK.

Aaiiekce3 ywin: NoHuMoeH, PobepT. «XKorbinbin 6apa )aTkaH KoNeHep A3CTypaepi MEH Mypaxannap:
YKanoHusnaH TypakTbl namy cabakrapbl MeH AKLL neH KasakcTaHHbIH cepikTecTiris. Central Asian Journal
of Art Studies, 7. 7,N2 1,2022,166-175 6.DOI: 10.47940/cajas.v7i1.553.
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PoGept [MoHunoeH

CwmurconoBekuil uHetutyT (Batmurron, CILA)

MCYE3AIOWMWME PEMECNIEHHbIE TPALULIUA U MY3EN: YPOKU YCTOMYMUBOTO
PA3BUTUA U3 ANOHUU U TAPTHEPCTBA CLLUA U KASAXCTAHA

AHHOTauus. My3eu yxxe 1aBHO NMOHMMAIOTCSA KaK XPaHUAMLLA KONNEKLMI NpeaMEeTOB U ApYroro
MaTepuanbHOro Ky/lbTypHOro HAaC/leAuns, KOTOPble OHU CTPEMSTCS COXPAaHUTb, U3YYUTb U MOLENUTLCS
€ 06wecTBeHHOCTbI0. OAHAKO HOBOM M YaCTO YMYyCKaeMol U3 BUAY POSibl0 My3eeB SBNSETCS
UX MNOALEPXKKA HEMATEPUANIbHOIO KY/IbTYPHOTO Hacnenus, Takoro Kak MecTHble peMec/ieHHble
coobuectsa U Tpagmumun. OnMpasch Ha CBOK paboTy C peMecIeHHWKaMK 1 My3esaMu B SINOHWUK
(xoTopas ponroe Bpems 6bi1a MMPOBBLIM NMMAEPOM B 06/1aCTH COXPAHEHWS M NONYASpU3aLum
KYNbTYPHOIO Hacneams), a Takke Ha ycnewwHoe NapTHEPCTBO Mexay My3eamu u pemecnamu CLLIA
1 KasaxcraHa, aBTop CTaTby NpeacTaBu NpUMEpbI TOro, Kak My3en MOryT CnocobCTBOBaTb YCTOMYMBOCTH
peMecneHHbIX TpaguLmMin. MHOrMe pemecneHHble coobLWecTBa (a TakKe TpaguumMm U 3HaHMs, KOTopble
OHM BOM/IOLLAIOT) MO BCEMY MUPY B HACTOsILLEE BPEMS M30 BCEX CUJI MbITAIOTCS COXPaHUTb
XXM3HECNoCoBHOCTb Ha rM06ann3MPOBAHHOM PbIHKE M3-3a YCUIEHUS KOHKYPEHLMKU CO CTOPOHbI TOBApOB
MaccoBOro Npou3BOACTBA, U3MEHEHWS BKYCOB NOTpebuTenei, CrapeHns NpakTMKOB U TPYAHOCTEN
C Nony4YeHMeM TPAAMLIMOHHBIX MaTepuanoB cpenn npounx hakTopos. TakuM ob6pasom,
LieneHanpaBieHHble YCUIUS MO NOAAEPXKKE peMEeC/IEHHOM NPAKTUKM MOTYT NpUaaTh My3€esM HOBYH
aKTyanbHOCTb B XXI| Beke Kak cpeay peMec/ieHHbIX CO06LWeCTB, Tak U Cpeayn 06LWecTBEHHOCTY.

lMpumeyanue. NybnnMKyeMas cTaTbsl YaCTMYHO OCHOBAHa Ha: [NoHumoeH, PobepT. «Posb my3ees
8 N000EPIKE U COXPAHEHUU peMecieHHbIX mpaduyuli». MaTepuanbl MeXAyHapoOAHOrO CMMMNO3MyMa
no pemMecnam v KpeaTuBHOW 3KoHOMuMKe KasaxctaHa. PegakTopsl Mon Maikn Teinop m [ynbmupa
Lllanabaesa, Anmarbl, locynapcTBeHHbIM My3ei uckyccts nmeHu A. Kacreesa, 2020.

Knrouessie cnosa: Tpaamumm U Myseu, ypoku yctoinumeoro passutus, Anonus, CLUA-KasaxcraH,
napTHepCTBO.

Ana yumuposarus: NMoHunoeH, Pobepr. «McuesatoLime pemeciieHHble TPAAULMU U My3€en: YPOKU
ycTonumBoro passutmsa u3 dnoumn n naptHepcrea CLUA v Kasaxcranax. Central Asian Journal of Art
Studies, 1.7,N2 1, 2022, c. 166-175.DOI: 10.47940/cajas.v7il.553.
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