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Abstract

The methodologies of Critical Regionalism have problematized antiquarian and chauvinist 

narratives around vernacular building cultures. However, assessment of the agency of 

anonymous local makers’ craft skills within the construction of the built environment remains

neglected within these frameworks centred upon celebrated architects. This special issue 

explores how the skills and labor of constructive crafts people transform metal, stone and 

wood into built structures which embody both local particularities and global entanglements 

within Critical Regionalism. The geopolitical contexts in play across the articles in this 

special issue are diverse, but interrelated in their attention to marginalised regions and 

makers: from enslaved and indentured labor in public works and archives in the Southern 

United States and colonial Lusophone Africa (Cabo Verde) to rural craft builders in 

nineteenth-century Zakopane (now modern-day Poland) and the Highlands of contemporary 

Scotland. Analysis of the representations in words and images of these building cultures and 

traces of their overlooked makers through the lens of Critical Regionalism opens up fresh 

questions about locating craft. Our reassessments of the multivalent agency of constructive 
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practices recalibrates architect-centred lenses of Critical Regionalism to engage with 

contested regionalities recuperated through craft histories.

Keywords: Critical Regionalism, construction, craft, geopolitics, glocal, representation, dry 

stone wall, Hedger

Prologue: Historiographical Entanglements between Critical Regionalism and Craft

The theoretical lens of Critical Regionalism as framed by Alexander Tzonis and Liliane 

Lefaivre in 1981 conceptualised the local as a Janus head, uniting and dividing communities 

through the particularities of built environments. 

Regionalism upholds individual and local architectonic features against more abstract 

and universal ones. […] it had been associated with movements of reform and 

liberation. It has helped foster a sense of identity and to cement new unities. […] it 

has [also] proven to be a powerful tool of repression and chauvinism, splitting people 

into separate enclaves and enclosing them behind walls of prejudice and intolerance. 

To understand a regionalist work, therefore, we must look into the context in which it 

was created: the ways in which its specific features affect human ties and how these 

features in turn are shaped by given social formations. 1

Analysis of these ambiguities within regionalist forms resonated with disquiet around the 

tension between utopian and standardizing energies enacted by contemporary globalizing 

Modernism in the service of volatile geopolitical and neo-liberal corporate forces. The British

architect, academic, curator and historian, Kenneth Frampton, has been widely celebrated for 

expanding the geographies of architectural history as well as nuancing understanding of the 

contested dialogue between the local and the modern through his 1983 essay “Towards a 
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Critical Regionalism: Six Points for an Architecture of Resistance,” as well as his legacy 

within pedagogy and criticism.2 Vincent Canizaro has mapped a rich historiography of this 

discourse, recognizing earlier interventions such as those of Lewis Mumford (1895–1990) 

and Paul Ricoeur (1913–2005), through both an indispensable anthology and his own critical 

assessments.3 The rival stances of Frampton and Denise Scott Brown in the 1970s as well as 

perspectives from contemporary practicing architects and recent scholarship was also recently

reassessed in “Critical Regionalism Revisited,” a special issue of OASE Journal of 

Architecture in 2019.4 Critical Regionalism has been instrumental in expanding the plurality 

of architects, case studies and contexts examined in the scholarship of recent decades.5 Its 

reach has been impressively interdisciplinary, also informing the social sciences.6 While this 

special issue honours this agency in expanding the canon, it also proposes a recalibration of 

Critical Regionalism away from privileging the architect-artist as the core actor in 

materialising the poetics of built environments.7 Instead the creative skills and representation 

of craft workers within regional building cultures takes centre stage. Craft history is 

particularly suited and increasingly committed to capturing elusive traces of enslaved, 

amateur, and anonymous labor (as well as named makers) who constructed regional 

environments. These shadowy presences embodied contested practices at once modern and 

traditional, repressive and utopian, local, global and environmental which the strategies and 

critiques of Critical Regionalism help us to assess.8

Towards Histories of Constructive Craft 

In English Country Life of 1843, “Martingale” created a panorama of vignettes of appealing 

rustic places: lanes, streams, woods, commons and footpaths, which he juxtaposed with a few

human rural archetypes.9 Two of these character sketches represented constructive crafts: 

“The Hedger and Ditcher” and “The Banker, Navigator or Excavator.”10 At first glance, the 
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compound nomenclature of these two personae suggested anonymous, “jack-of-all-trades” 

agricultural laborers. Their toil involved brute strength, and its outcomes were so ubiquitous 

in country lane hedgerows, ditches and nearby canals that its status remained at best marginal

and contested as craft. However, Martingale afforded a rare sustained and sympathetic 

consideration of how this hard labor nonetheless deployed distinctive knowledges and tools, 

allocated particular tasks and forged a “fraternity” embodied in the makers as well as the 

landscape they made.11 The chapter on “The Hedger and Ditcher” opened with a fragment 

from “Comus,” a masque by John Milton (1608–1674) in which the rest of both an ox and a 

hedger at his supper embodied the poetics of a pastoral idyll.12 Martingale recognized that 

these laborers were not beasts of burden, rather The Hedger “fulfils the great functions of 

legislation itself…by the exercise of his laborious capabilities of fulfilling the several 

important purposes embraced in acts of parliament.”13 By physically materialising the 

Enclosure Act of 1773, The Hedger operated as both a communal protector of agriculture and

a socio-political actor in its re-configuration from collective subsistence to private ownership 

and ambitious productivity. John Stewart Mill (1806–1873) specifically identified Hedgers as

examples of a distinctive form of labor “instrumental to [the product’s] production; namely, 

when employed for the protection of industry.”14 The contested persona of the “Navvie” 

constructing modern Britain is a favourite trope of Victorian painting from The Sinews of Old

England (1857) by George Elgar Hicks to Work (1852–65) by Ford Madox Brown.15 Such 

representations recognised these constructive labors as having societal importance amidst the 

shifting contexts of industrialization as Martingale and Mill did. However, this menial toil 

was positioned in opposition to the skill and self-realisation of the craftsman as championed 

by the core advocates of the Arts and Crafts.16 Did Martingale’s The Hedger and Ditcher 

experience “Labor and Pleasure or Labor and Sorrow” as defined by William Morris (1834–

96)?17

4



The transmission of expert skill, self-realisation and the contested relationships 

between tradition and modernity have defined the conceptualisation, creations and 

representations of the local craftsman.18 The stone mason was an early protagonist in the 

portrayal of craft identities and practices in canonical texts from “The Nature of Gothic” in 

The Stones of Venice (1851–3) by John Ruskin to Jude the Obscure (1895) by Thomas 

Hardy.19 What alternative representations of constructive craft might be discerned through 

attentive scrutiny of drawings, photographs, and archival traces of the anonymous, indentured

women quarry laborers of Cape Verde or enslaved metalworkers in the Southern United 

States? How might an interview with a contemporary drystane dyke maker in Perthshire 

frame the process of extracting and building with local stone as constructive craft today? 

What new perspectives would tracing representations and local histories of wood 

construction reveal beyond dominant narratives of its agency in nation and empire building in

the ‘Zakopane’ region?20 Such complex undertakings require interdisciplinary methodologies.

Craft history publications, including the Journal of Modern Craft, have been instrumental in 

activating and disseminating research that examines more diverse regionalities and 

materialities.21 Early modern and heritage scholarship as well as contemporary makers’ 

writings offer critical reassessments of the role of craftsmanship and the building trades.22 

Construction history has identified important intersections between building and craft: 

“construction is the art of making, it is between creativity and routine, between craft and 

science, between invention, innovation, and tradition.”23 The “culture of building” as 

formulated by Howard Davis disrupted entrenched hierarchies of vernacular and “polite” 

architecture relishing transversal comparisons which both connect as well as distinguish 

regional and temporal specificities.24 

One characteristic of any building culture is that it links all buildings together—large 

and small, domestic and public, architect-designed or not—so that from a real point of
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view, the word vernacular itself loses meaning, and it makes more sense to seek 

understandings that do not make such distinctions. […] continuity points up the 

importance of process—what people know and how they work—as the mechanism 

through which the building culture operates to produce the built world.25

These overlapping methodological lenses amplify how constructive craft and representations 

of its anonymous or neglected makers communicate contested identities, rather than 

immutable narratives of chauvinistic nostalgia, repressive regimes, or alienated labor. 

Constructive craft practices embodied tradition, modernity, and mutability, inhabiting 

vernacular building cultures across multiple regional contexts. 

The representation of makers in word and image exemplifies how specificities of 

dress, tools and their performative use embody skills and community relationships. This 

evidence is an important resource through which to assess construction as a craft practice 

across multiple temporalities and regions. Glimpses of these attributes are discernible within 

the prose, poetry and illustration of earlier accounts of rural labors such as Martingale’s “The 

Hedger and Ditcher” as well as the governmental administrative documentation, oral histories

and photography all deployed as evidence in the contributions to this special issue. 

Martingale characterised The Hedger and Ditcher through his respectable, if modest, task-

specific clothing: “a coloured cotton handkerchief, neatly tied, and displaying the collar of a 

clean shirt, encircles his neck” and “a short frock.” These sartorial features materialize social 

relationships and hierarchies: “remarkably strong shoes, thick nailed; and his legs are encased

with leather, by appropriating the upper part of a cast-off pair of Wellington boots, a present 

from his employer.”26 Particular tools and careful maintenance of them bespeak craft skills. 

The Hedger and Ditcher “prides himself upon the excellence and superior condition of his 

tools […t]he well-tempered axe and spade […] the bill and bill-hook […] strong leathern 

mittens” (Figure 1).27 An engraved illustration by Thomas Bolton Gilchrist Septimus Dalziel 
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(1823–1906) accompanying “Contented John,” a poem by Jane Taylor (1783–1824), deploys 

these archetypal details to portray the hedger. Visualizing not only the hedger’s dress, tools 

and gestures, but also his cheerful disposition, ample repasts and comely wife positions this 

constructive craftsman as a skilled and productive member of a community who possesses a 

subjectivity worthy of attention.28 

Martingale amplifies these sartorial signals of craft identity in his account of the 

performative practice of making a hedge and ditch:

[The Hedger and Ditcher] is a finished laborer; and although he is a man of all-work 

connected with the pursuits of agriculture, the employment of hedging, in particular is

his greatest pride; and he may be fairly allowed to indulge in the boast of a superior 

style in which he can perform that necessary operation. […] Well may he be 

impressed with the conviction that he is somewhat of an important personage in the 

parish – that he has got a stake in the hedge. […] He proceeds with great regularity, 

and does everything neatly and in perfect order. His skill and experience enable him 

to strike with the required force the supple branches, and to intertwine them in the 

firmest way, without destroying their growth, and to twist the bindings in the most 

even manner, brushing away the underwood, and forming the required ditch. The 

neatness and firmness with which all his operations are performed, evince the skill – 

nay the pride – of the experienced hand.29

The “superior style,” “skill” and “experienced hand” of The Hedger and Ditcher position him 

as a craftsman as well as “a man of all-work.” In this constructive craft practice, both 

primordial country knowledges associated with spring’s annual renewal and the modernity of 

providing an “important portion of the economy of the farm” were intertwined.30 The evident 

paternalism of Martingale’s claims for self-realisation experienced by the Hedger and Ditcher

requires circumspect analysis; nonetheless, it suggests counter-narratives where the 
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disempowerment of hard labor and creative expression coexist. This entanglement invites 

deeper scrutiny of otherwise neglected and anonymous forms of making attended to in 

archaeological and anthropological scholarship.31 This special issue investigates how the 

frameworks of Critical Regionalism can inform analysis of surviving traces of skills and 

creativity within enslaved, anonymous, informal, and heritage constructive craft labor.

The communities and creations of dry stone walling exemplify how this 

interdisciplinary “glocal” approach shines a light on elusive constructive craft workers.32 

Makers’ advice and advocacy facilitates understanding of how local and global contexts and 

diverse materials, techniques, and modalities of representation enact both marginalization and

resistance within constructive craft practice.33 The preservation of this intangible skill in the 

United Kingdom has been tirelessly supported by the Dry Stone Walling Association since 

1968 (Figure 2). Offering professional certification as well as “how-to” publications, the 

DSWA created a permanent demonstration of 19 regional variations of materials and 

structures in the Millennial Wall for the National Stone Centre in Derbyshire.34 Local chapters

of the association disseminate regional practices through the activism of community projects 

and training courses. “The Great Wall of Greenock” embodies glocal constructive craft. In 

2011, a mortar-less vertical stone circle was designed and constructed by volunteer members 

of the West Coast of Scotland Dry Stone Wall Association, for the Bicentenary of the Royal 

Caledonian Horticultural Society, winning a Gold Medal. Now one of the first sights 

encountered by international passengers arriving at the Greenock Ocean Terminal in 

Scotland, the structure was adopted as the motif of the WSDSWA logo (Figures 3A and 3B). 

The intangible heritages of dry stone walling navigate the risks, legacies, and futures of 

meteorology, seafaring, and global tourism in this performative project.35 A complex arch 

form constructed in local red sand stone resonates with heritages of both vernacular bridge 

typologies in Scotland and exotic moon gates evocative of global cruise ship passengers.36 
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Jocular signage of a “weather forecasting stone” is juxtaposed with another stone wall 

structure enclosing the old Greenock Pier fog bell cast in Gorbals in 1875 which vouchsafed 

many a ship from wreck. The bell tolls as both a twenty-first century tocsin for the heyday of 

the second port of the Empire and as a hopeful herald of regional regeneration through the 

mixed blessing of mass tourism. In this WSDSWA project, a community deployed 

constructive craft to devise a threshold where a playful, welcoming gateway for global 

audiences meets a walled enclosure of wistful local memories, materializing tensile dialogues

within Critical Regionalism. 

Stone walls also operate as thresholds by inhabiting the peripheries of our sight and 

thought, whether on a homecoming or touristic visit to regional landscapes. John Wright has 

captured increasing sensitivity to environmental and craft heritages embodied in hedges and 

stone walls for a wide readership.37 The indigeneity of materials and craft practices of stone 

walls avoids the poisons and impermanence of creosote, wood and wire.38 An immersive 

pause before these stones, extracted and arranged, yet still connected, to the earth from 

whence they came, can afford sensations of both belonging and boundary (Figures 4A and 

4B). Many people only experience stone walls through metropolitan palaces of art and 

publishing. The Crafts Council’s Power of Making: The Importance of Being Skilled 

exhibition included a small section of dry stone wall, securing prestige for this practice 

through the gravitas of this museum setting.39 Nonetheless, its juxtaposition with the 

sprezzatura of shimmering, provocative “gallery” craft, both in the installation and in the 

illustrated catalogue, accorded constructive craft a subdued presence amidst the clamour of 

“star turns.” Environmental artists’ engagement with dry stone walling enacts analogous 

tensions. Andy Goldsworthy (1965–) collaborated with dry stone wallers, communities, and 

regional funding partners across Cumbria in England’s Lake District to repair and to recreate 

46 old sheepfolds, often adding his signature sculptural “pine-cone” memory cairn.40 The 
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modalities of spectatorial experience of Goldsworthy’s work have been predominately 

through representations of constructive craft within his art photography and film making, and 

in temporary gallery exhibitions, rather than direct encounters with the regional installations 

themselves.41 The 2025 retrospective of his work has demonstrated how assessing 

Goldsworthy as an individual artist obscures consideration of his collaboration with the 

constructive craftspeople momentarily glimpsed in the exhibition’s promotional film.42 

Provincializing tropes about the stench of the farmyard and shiftless laborers persist 

alongside the apotheosis of Goldsworthy’s performative creativity in The Guardian review.43 

Poised between the international art world and local referentiality, environmental art risks 

both marginalizing and merchandising “counterconsumption,” strategies for which Critical 

Regionalism has also been persuasively critiqued.44 

What is at stake is the possibility of theorizing, and then implementing, what we could

call a counterconsumptive, negative instance within cultural consumption itself; that 

is, the preservation of a sort of residual subject sovereignty or local singularity within 

the totalizing process of consumption.45

Alberto Moreiras’s reframing of Spivak’s fundamental question of whether the subaltern can 

ever speak or be heard, underlies the interventions of this special issue.46 Can Critical 

Regionalist practices and representations enact “counterconsumption” where constructive 

craft secures global critical attention without betraying its own located agency?

The representation of constructive craft in the photography of Marianna Cook (1955–)

attends to a located anonymous collective making and sensorial experience in ways that also 

engage with Moreiras’s challenge. Cook requires lingering reflection upon how the “glocal” 

practice of stone walls connects and differentiates multiple, regional particularisms. A protégé

of the landscape photographer and environmentalist Ansel Adams (1902–1984), Cook often 

juxtaposes life writing and portraiture through a relational theme.47 In Stone Walls: Personal 
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Boundaries, leitmotifs of kinship are translated provocatively into a form of stone wall 

portraiture. Regions across the world use stone to form boundaries and enclosures, but the 

textures, scale and patterns of these indigenous materials as well as the atmospherics of the 

ecosystem and climate of their locality represents both kinship and difference. The subjects of

Cook’s wall “portraits” were found in the British Isles and Ireland, northern, southern and 

western regions of the Americas, the islands and coasts of the Mediterranean. Cook’s subtle 

variations of compositional shallowness and depth of field, sharp, misty and luminous 

tonalities, immerse us in a constant flux of connection and difference. In publication, these 

photographs are clustered into three themes: Personal Boundaries, Containment, and Back to 

the Earth. The deployment of these three framing affects disrupts the spectator’s relationship 

to the walls, so they might speak and be better heard. In “Personal Boundaries,” the walls 

often fill most of the foreground compositional space with distant high horizons of cloud, sea,

hillside or woodland. In “Containment,” our gaze is bounded by the complex surfaces and 

rhythmic structural patterns revealed by close encounters with the stone wall surfaces. In 

“Back to the Earth,” the land from whence the stones came reclaims them; tendrils, fallen 

leaves, and tumbled stones subsume the boundaries of walls back into the regional landscape.

Cook’s project conceptualizes Critical Regionalism through dry stone walls visualised

as both demarcations of difference and thresholds to belonging. In her introductory essay, 

Cook recalls the origin of the project in her home in Chilmark on the island of Martha’s 

Vineyard: “The stone wall I share with my neighbor, a good friend, serves as a boundary 

between us.”48 On Thanksgiving Day in 2002, this boundary was transgressed by 56 cows, 

prompting “a few tense days whilst we decided what to do.”49

I walked the wall on my side. It was the first time I had really looked at it intently. 

Who had built this wall and when? It was beautiful. Stones rested on each other, 

securely or tentatively, many covered by lichen […] I remembered when my father 

11



quoted Robert Frost’s poem Mending Wall. “Good fences make good neighbours” 

[…] It wasn’t until I sensed potential strife over the wall’s repair that I fully 

understood the wisdom in my father’s constant repetition of Frost’s well known line.50

Cook’s temporally and geographically complex encounters with stone walls look “intently” at

the located materiality of constructive craft, whether the maker is known or not, to invite 

reflection upon the “glocal” as site of both neighbourly thresholds and distancing boundaries.

Cook deploys Modernist affects to capture the searing sun and shallow, integrated 

geometry of construction in Peruvian walls, whereas atmospheric visuality is utilised to 

capture a lacework of masse and miniature scale in the stones of British walls overgrown with

lichen, vegetation, and mist. Erratic diagonal directional structures in Ireland, Kentucky, and 

Massachusetts bespeak interconnections of migration and differentiations of adapted heritage.

Six geographically located essays contextualize the fluidity of boundaries and scale across 

regions and states (New England, Kentucky), nations (Peru, Britain, Ireland) and a 

geographical cluster (Mediterranean) (Figure 5). Cummins’s transhistorical essay reveals how

Quechua songs and Andean and Spanish Conquistador writers each wondered at the 

enchantment of the skills of anonymous indigenous handicraft witnessed in the vast scale and

subtle interconnecting placement of stone in these mortarless walls. Encountering them 

affords an imaginative experience of the region itself: “The wall was stationary, but its lines 

were seething and its surface was as changeable as that of the flooding summer rivers which 

have similar crests near the center, where the current flows the swiftest and is the most 

terrifying.”51 Amplified through these historical traces “Terrace Wall Chinchero, Peru” 

suggests how the multiple regionalities of making, habitation, and oppression churning within

the materiality of the “Inca” Walls of Peru might speak despite Spivak’s misgivings. 

Constructive craft and its representation in photographs and words flows in and out of kinship

visualising the transregional and transhistorical entanglements of Critical Regionalism. 
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Locating Our Project

The collaboration of this special issue emerged through three virtual seminar series: 

Representing Craft/Crafting Representation and Hidden Histories: Gender in Design hosted 

by the Design History Society and the Craft History Workshop.52 The inclusive ambitions of 

these projects in which free virtual access ensured that distance, environmental impact, and 

fiscal constraint would not preclude participation, amplified preoccupations with the “glocal” 

within Critical Regionalism amidst pandemic lockdowns. Three articles examine traces of 

regional constructive craft recovered from archives and in the fourth contribution a 

contemporary local maker speaks. Hampton Smith’s re-contextualization of the paradigmatic 

primary source, The Index of American Design, wrestles with the neglected traces of 

anonymous enslaved makers within this canonical inter-war archive. Ana Vaz Milheiro 

interrogates what the administrative and photographic documentation of post-colonial 

constructive craft in Portuguese Colonial Public Works in the modern-day Republic of Cabo 

Verde reveal about the gendering of “unskilled” labor and its power relationships. Kaja 

Schelker reassesses neglected constructive craft personalities practicing in nineteenth-century

Zakopane, identifying contested regionalisms within nation-building in Central Europe. An 

interview with Martin Tyler, a drystone wall maker working in Perthshire, Scotland, places 

the local voice and perspectives of a contemporary constructive craft maker at centre stage.

In A Midsummer Night’s Dream, Shakespeare accords constructive craft a voice.53 For 

the royal nuptials at the end of the play, Tom Snout, one the “rude mechanicals,” performs the

role of “Wall” dividing the Babylonian lovers, Pyramus and Thisbe, immortalized in the 

poetry of Ovid. This otherwise silent, peripheral, laughable “low” character is transformed. 

Wall’s materiality not only imprisons the ill-fated lovers, but also focusses their gaze through 

a tiny gap allowing them to see and to be seen, transgressing boundaries imposed by their 
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rival families. First conceived amidst the forced enclosures of the pandemic, our explorations 

in this special issue hope to position constructive craft as offering just such an empathetic 

“chink” through which marginalized makers and localities might whisper encouragements to 

each other from the recesses of archives and distant bye ways just audible despite the 

cacophony of our troubled times.
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Fig 2. Millennium Wall, the National Stone Centre, Derbyshire, a 200-metre long wall built 
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Fig 4A &B. A historic drystane dyke and its recent repair in Gairloch, Wester Ross, Scotland. 
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