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IN THE MAKING

DIANA SHERLOCK, CURATOR

n its title, [t the making, a group exhibition of Alberta College of Are + Design
alumni, alludes to a question: What do ways of making rell us aboue arr, craft and
design objects and their contexes? I also references the context out of which this
exhibition emerged, an art school sponsored touring exhibition of alumni chat
aims to support and situace their ongoing practices, which are forever in the making.

The ewenty-four works span a diverse range of disciplines—photography,
performance, video and sound installation, drawing, sculpture, ceramics, jewelry
and glass—and represent various conceptual and material intersections berween craft
and emerging digital media. fn the making defines craft and digital media as ways of
making that use particular materials, processes and knowledges, but which might not
be discipline specific.

Just as makers are thinkers, thinkers are makers too, so in addition to the twelve artists
in the exhibition, Nicole Burisch is a researcher with the project. A graduate of the
Alberea College of Are + Design's Ceramics program and Concordia’s graduate Art
History program, Burisch’s observations and interviews with the artists bring her
considerable theorcrtical expertise on contemporary art and craft practices vo bear on
In the making. Although the sample of artists and works in the exhibition is small
given the college’s long history of successful alumni, the diversicy of practices provides
a good indication of how contemporary artists engage current theoretical ideas about
art, craft and design ac the intersection of contemporary craft and emerging media thae
are also in the making,

This exhibition assumes the centrality of the processes of making to are, craft and
design. Craft theorist Glenn Adamson argues in his book, the invention of craft, that
intersections between handwork and modes of wechnological production, especially
modern industrial production, form the basis of the origins of modern craft, not

its antithesis. Yet even today, ardsanal® craft is more often than not framed as
industry’s ather.

Contrarily, and to extend Adamson'’s logic into the contemporary moment, fn zhe
making posits the ongoing productive relationship among industry, technology and
the handmade. The works in this exhibition demonstrate that technology and ways of
making are not merely tools or processes required to gee the job done, they are integral
conceprual and social extensions of the work that allow these artises to produce objects
and ideas they would not have been able to produce otherwisc.

Significantly, new digital technologics not only continue to shape the ways things

are made, but also can accelerate, decentralize and mobilize production processes in
ways that arc affecting the cconomic, social and political status of objects to a degree
not seen since the Industrial Revolution. In chis way, areists and works thae mighe
ordinarily be separated by historically persuasive disciplinary boundaries, further
reinforced by institutional and cconomic systems, share material and conceptual space
in Inz the making.
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MACKENZIE KELLY-FRERE: MY OWN SATISFACTION IN THE WORK REQUIRES THE SIGNIFICANT RESISTANCE OF
A MATERIAL OR TECHNIQUE: THE CHOICE OF ULTRA-FINE THREADS AND LUDICROUSLY COMPLEX TECHNIQUES
IS INTENTIONAL BECAUSE IT CUTSTRIPS MY ABILITY TO KEEP TRACK OF THE DETAILS, TAKING ME OUT OF MY

HEAD AND PLANTING ME FIRMLY WITHIN MY BODY,

Given che face that fn the making investigates the conceprual intersections of erafe
and emerging digital media, there are a number of works in the exhibition thae use
emerging digiral rechnologies and eraditional eraft, bue many do not. However, all
of the works in the exhibition do provide insight into how ways of making within
each arcise’s practice inform or extend ways of thinking about relationships between
craft and digieal media, beeween specifie disciplinary languages, and about ways of
understanding and arriculating the world that might not be easily categorized.

Often the artists’ practices question traditional definitions of both craft and emerging
digital technologies, but do not favour one over the other. Racher che works highlighe
different points of intersection between craft and emerging digical media to explore
what is created when these two things collide to create something specific to a culture
at a particular time and place. Craft and emerging digital media are both always
temporal and conrextual, shifting shape to take new forms and create new ideas and
this oo is what fiz the raking aims to explore.

The artists’ works refate to 2 number of ideas thae recur and overlap within the
exhibition to tease out the sameness and difference beeween ways of making and
thinking in craft and emerging media. Key ideas include the velationship between
tacit and concepeual knowledges; the coexistence of traditional and contemporary
ways of making thae involve processes of translation and remediation; the labour and

love of craft and technology in terms of production, distribution and consumption;
the dematerialization and rematerialization of art and craft since Conceptual art; and
the deskilling and reskilling of postdisciplinary pracrice.

Many of thesc ideas have recently become hot button topics in academic and curatorial
circles evincing the material turn,® a research seream in the humanities since the 1990s
that further deconstructs enerenched power structures chrough its renewed analysis

of maceriality to consider the mind and the body, culture and nature, and the idea and
the thing on equal ground. Marerialiry, maceer, chings and our relationships ro chem
have always shaped our world—and che arrist/craftsperson’s world in particular—but
with the rise of maker- and user-driven cultures fostered by both che handerafts and
emerging digital technologies, chere is renewed participation in this maverial world by
professionals and amateurs alike, and much curiosity about its potential influence on
systems of power and contemporary social practices.

In the making suggests that, ar this moment of the material turn, contemporary artists
are revisiting the materiality of the dematerialized conceptual art object made famous
by American critic and conceprual art curator Lucy Lippard* in an accempt to reunify
this supposed conceptual/material splic. Concemporary art, specifically conceprual ar,
has reinforced this false binary since the 1960s, and it is clear to many contemporary
artists, especially those who work with crafr and digital media praceices within are




schools, that art histery and its institutional structures continue to maintain this
division and its associated hierarchies.

In the making argues, as art historian Amelia Jones has, that “the dematerialization in
the1960s and 1970s, however, was never full or complete and, in fact, ... the interest in
dematerialization aceually pointed to a fascination or obsession with the material work
both within and beyond the concerns of “art” per se.” To understand this one needs
only to look at the very material and conceptual, feminist performance-installacions
by artists such as Carolee Schneemann or Faith Wilding in the 70s chac are now
receiving renewed attention. It also makes me recall the first time [ ever saw a Sol
LeWite open modular structure, which I expected to be industrially slick, but instead,
was made of wood and hand-lacquered with tell-tale evidence of its making.

TTECEOT

In the making exhibits the synchronistic effects of the remacerialization of conceprual
art and the dematerialization of craft as demonstrated by the artises’ modes of
production, and links these to broader critiques of marerial and immaterial labour
written about by Professor John Roberts, Adamson, Jones and others. The exhibition,
therefore, challenges assumed hierarchies between the conceptual and the macerial,
berween thinking and making, and focuses on processes of making to reveal these
complex dialecrics.

Discussions about making, materiality and materialism demand concurrent

analysis of labour, production and consumption. Roberes argues in his book, The
Intangibilities of Form: Skill and Deskilling in Art Afier the Readymadé® for a labour
theory of culture in which the move away from traditional artisanal skills (deskilling)
assaciated with modern mechanical reproducibility, new technologies and conceprual
art, can also innovate new ways of working {reskilling} from other theoretical
domains that could reciprocally transform social and economic production and jes
concomitant structures.

Roberts SUggests that since modernism, the real question in dctcrmining artistic value
has been “how, with what materials, and to what ends does the arcist labour?™ His
articulation of artistic [abour suggests that while the shift from artisanal labour to the
artist’s technical-organizational role in the production of the artwork— from marerial
to immarterial labour—frees it from its artisanal bonds; it aligns the artist’s labour
with extended divisions of labour as seen under capitalism. There is then, according to
Roberts, an “crosion of the distinction between intellectual labour and manual labour,
the ereativity of the artist and the routinised work of the labourer...[which results

in] an actual shift in artistic practisc,™ and this, I would argue, might be even more
palpable in artists’ works that use emerging digical technologics, especially to make
digital crafts.

Yer Roberts, like Marx, maincains thae areistic production and productive labour are
different and ic is the arrist’s capacity for reskilling that protects the artist/craftperson’s
subjectivity and art/craft’s critical ageney from the alienating forces of labour and
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capital.” Roberts is careful to note thac the shift towards technical production does
not necessarily mean a “decline of artistic skill, bue the re-positioning of the notion
of skill within a decper dialectic: the necessary interrelationship berween (received)
skill, deskilling and re-skilling."®

succinetly condenses Roberes’ complex argument to point out cthat now “multiple

In relation to contemporary art and craft, Adamson

productive modes can exist within a single arework: artisanal making (skill), appropriation
1

(deskilling), and strategic reinventions of the arcistic profession itself (reskilling ).
This conflation of productive modes within a single arework is characteristic of
the works included in I the making. Morcover, reskilling makes ie neeessary for
contemporary criticism to radically rethink contemporary conceptions of value
associated wich artistic skill and craft, points chat Burisch and the artists discuss in

some depeh. Thus the initial perceived schism between the material and the conceptual

fathered by Duchamp’s readymade is here complicated and reinterpreted chrough
various forms of macerial chinking as revealed by each arrist’s unique way of making,

In the exhibition, this material chinking often finds ies form through the arrists’ use
of rranslation and remediation to address the conceprual and macerial coexistence

of traditional and contemporary ways of making. In her essay, “Remediacing Craft,”
artist and writer Amy Gogarry exeends the logie of media theorises Jay David Boleer
and Richard Grusin’s concepr of remediation as they apply it to new media o analyze
its relevance for “the particular conditions” of contemporary craft.'? Remediation,
according to Gogarry's analysis “frequently borrows the content—withouc the
form—of the original,” or “the new medium asseres its improvement upon—wichour
significant alteration of —the original,” or “remediation call[s] attention to the gap
berween the new {improved) and the old (less desirable) medium.™?

Following Bolter and Grusin's logic, Gogarty continues, “More aggressive remediation
... refashions the older medium or media entirely, while still marking the presence of
the older media and therefore maintaining a sense of multiplicity of hypermediacy.™
Importandly she notes chat the inverse of this is also cruc—older media can refashion
newer media for critical effect—and chis is often the case in contemporary craft.
Furcher to these ideas, translazion (the verb, to teanslate) is often used in the process
of remediation, but it is also the result of remediation {the noun, a translation).

A eranslation, like remediation, is always understood in ies making as an interpretation
of the original, bu paradoxically a translation, a remediacion is also always an original.

In both cases, the original and the copy are interprered reciprocally; you can't
understand one fully without knowledge of the other. Both remediation and
translation draw attention to the technological and epistemological limits of cach
by gauging what is lost or gained in the process of interpretation.'

Ward Bastian is but one of several artists in Jz the making who uscs remediacion in

his work. His abstract monochromatic photographs caprure reflections case from the
surface of black, blown glass vessels, which he made with che final photograph already




in mind. In this way, these photographs are not mere documentation of a blown glass
form, but rather studies in the commonalities of ewo very different mediums and ways
of perceiving objects in the world. Highltghts demonstrate Bastian’s pervasive interest
in light, che common elemenc in rendering both glass and the photograph visible.

What is particulaly interesting aboue Bastian’s process is how he almost reverse
engineers the blown glass form so that its final shape is dictated as much by the
photographic effects i will later create through its reflections as by the molten
medium he crafts by hand. In this way photography mediates Bastian's glass vesscls,
and conversely, che way in which Bastian sees in these photographs is shaped by the
properties of glass.

Well-Tempered Clavier and Trial 11, both by Korean-Canadian Hyang Cho, rely

on processes of translation to draw out issues of interpretation and power. Each of
the books in Cho's Hell-Tempered Clavier contains a score that was printed by an
elecrronic score-writer while she played a complete version of Johann Sebastian
Bach's composition of the same name, fiest compiled in 1722 and again in 1742.1¢
Well-Tempered Clavier was published posthumously, but prior to this, it circulated
informally among musicians. Onc can speculate that there were multiple versions
played by various musicians, cach with their own interpretations and transcribed
¢dits—an open-source score of a classical composition. Musicologists know cha,
while Bach’s published version was the first collection of compositions for keyboard in
all ewenty-four keys, there are also several precursors going back to the 1500s." Like all
artists, Bach too built on what came before him. To this day, Well-Tempered Clavier is
one of the most influential sets of classical compositions used to teach piano,

Cho is nor a trained pianist, but repeatedly played this well-known didactic score

to make this work of art, Each book, documents the process of translating Bach's
published score into Cho's learned interpretation of the score, replece with errors. The
stack of fifty-three books signifies an accumulation of the artist’s tacit knowledge and
experience embodied through consistent practice. Her exercise reveals how knowledge
circulates and re-circulates through the practice of standardized texes, but also how

knowledge, language, even something as codified as a score, can be reinterprered and
subjectively influenced by users.

To make Tiial 1 Cho transcribed an audio recording of an English eranslation of
Franz Kafka's famous German texe, The Trial, which remained unfinished ac Kafka’s
death and was first published posthumously in 1925. Cho’s resulring thircy-nine-

foot scroll of continuous graphite text contains almost six full transcriptions of this
recording. Due to the speed with which Cho had to work to keep pace with the audio
recording, her written texe is mainly unreadable and cach rranstation includes its own
omissions and errors. Here Cho's material process is contained by a conceptual frame
predetermined by external factors such as the original translation of Kafka's novel from
German to English, the speed of the English audio translation, che width and length
of the paper scroll and finally the artist’s own processing of these translations through
English, her second language.

Cho’s cranslations reveal the reciprocal relacionships between che original and the
copy and between languages, relationships that are also key to the ongoing formation
of cultures and artises’ practices alike. The errors in Cho's translations of the English
audio version of the text reveal communication gaps, misunderstandings and
interpretive glitches char likely also exist in the original translation of the work.

Cho, whose Korean heritage means she must function in a second language in her
adopred home, is acuely aware of how one’s self is continually formed through
language. She understands as well how quotation and eranslation can be powerful
tactics against authority or what Walter Benjamin has called the “destructive power of
quotation,”* through which the past is not preserved through repetition, but in fact,
ripped from its context, recontextualized, and overwritten with new meaning,

Haida artist Dean Drever also discovers new ways of dealing with the past in Pass the
Hat. In this almost cighteen-foot paper totem, the artist translates his original carved
cedar votem into an imposing stack of 10,666 sheets of heavy white paper thar have
been individually plocced and cut from a digital scan of the original corem and then
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hand-registered during the installation process. The imposing resulting work, Pass the
Hat, depicts a chunderbird, Drever’s Haida animal figure, who places a hac on top of a
bear’s head, which represents his daughter.,

This work speaks clearly about the importance of passing traditions from one
generation fo another and how tradition is always contemporary, always in a state of
flux, always taking on new forms. In both its concepr and its material processes, Piass
the Hat plots a complicated path berween cultural eranslation and cultural adaption
that also resenates in Cho's works.

Comprised of lascr-cut paper pads, Pavitra Wickramasinghe's serics, Line Poens,
Alchemy of Light, digitally remediates abstract, automatic pen-and-paper line drawings

into intricately interlaced bas-relief paper sculptures of negative space. Each drawing is

scanned and redrawn in Ilustrator to create a vector drawing that modifics the artist’s
hand-drawn gestures into hard-edged coded lines, and then is inverted. Similar to
Drever’s process for Pass the Hat, Wickramasinghe's digital files are processed

and sent to a laser cueter tha cuts away the negative space between the lines in

cach drawing,

What remains is a three-dimensional drawing that is unevenly carved and burned into
the stacked sheets of a half-inch paper pad: a two-dimensional drawing is transformed
into a three-dimensional bas-relief. Once scanned and redrawn in llustrator, cach
original drawing could be technically reproduced inexhauseibly.

Yer Wickramasinghe's process is far from standardized. The lascr burns to different
depths and chars the fine laser-cut edges of each cut edition differencly depending on
the speed of the laser through a certain path, the air currents around the laser’s tip
and the material qualities of the paper. Although the machine is fully programmed, a
momentary lack of awareness or control by the artist during production can result in
the complete destruction of a work by Alames.

As indicated by Mackenzie Kelly-Frére's titles, Codex I and 2 refer directly to the
process of translation and coded source material that generated che pateern for these
immaculate weavings. The compositions of Cadex 1 and 2 rely on digitally encoded
translations of natural phenomenon (atmospheric noise generated by lightening}
randomly bitmapped" to form complex patterns that are then mericulously woven by
hand using silk, linen and hemp threads coloured by Sumi ink and plant dyes.

Both weavings are displayed flac on glass tables with modern wooden legs fashioned
out of an old loom by Frére's partner, Kristofer Kelly-Frére, The horizoneal orientation
of the weavings on che transparent glass surface allows viewerts to read the weave
pactern from both the top and the bottom as they walk the length of each waork,
heightening an awareness of the abjece as texr. Kelly-Frére's weavings collapse tensions
berween chaos and order, the narural and technological, and the material and the
conceptual to pose questions about rationality and phenomenological experience.







Unlike Kelly-Frére's weavings, Jolie Bird unravels
craditional rextile skills in her equally meticulous
handmade readymades. In the domestic rableaux,
Extended Long Play, she precisely, and completely,
hand-wraps a selection of vintage found objects in
continuously aligned fine gold thread. Trained in
traditional weaving skills, Bird challenges the idea
of traditional handcraft and the associared historical
knowledge by inventing a new way of working with
thread; her skill here is eccentric invention,

In Extended Long Play, Bird winds a fine, taut line
berween the rich singular materiality of the final
wrapped forms and the conceprual references of the

found objeces—a reproduction Eames rocking chair, a
1960’ porrable record player, vinyl records, ete.—that
speak loudly to post-Second World War consumer
production. She exploits chis dichoromy berween
contemporary industrial modes of making needed o
produce these consumer-grade objeets in mulciples
and the contemporary craftsmanship she uses to
enshroud and ceansform these objeces into an original,
autonomous work of art. Bird reinscribes the devalued,
alienared industrialized labour that made these
consumer objects by applying her individual arristic
labour to the surfaces of each, questioning the value of
each in turn.

Wednesday Lupypeiw'’s My Sex IWebsite is a rextile
installation featuring che video BED OF INTIMACY,
which continues her research ingo feminism, labour

and ecconomy as it telates to both rextile pracrices and
technology. With rongue firmly planted in cheek,
Lupypciw develops a fractured video narrative beeween
herself and one other character thae rakes place in whae
she calls her “imaginary sex dungeon,” as she eracks the
gendered invention of the Inteenee. She irreverenely mixes
references to carly grainy Incerner webcam performance
and feminist are and tapestey production from the 1970,

Unlike in early feminist and media art, DIY domestic
crafts and Internct interaction are seen here to satisfy our
salacious need for instant gratification that is beyond
labour, and beyond politics. Lupypciw's characters queer
both craft and technology to create a hybrid ideatity
berween the two tha is neither and both simultancously,
to contrast macerialicy and immaterialicy, life and art.

The video's confessional imagery, a type of craft-tech
porn, humorously evokes the counter-culture of earlier,
often political, conceptual practices in both ‘70
feminist art and emerging digital technology networks.
Lupypciw's scemingly off-hand, woven tapestry refers
to a dematerializing screen, its errant and very material
woven birs and bites sticky-tacked to the installation’s
walls and monitors’ surfaces with gelatinous goo. In the
video and the tapestry, the artist humorously mocks
fetishistic [abour intensive practices in both craft and
emerging media by using a “well-cnough-made craft”™
or “sloppy craft” aesthetic.?




Although Luypyciw's process is in strong contrast to the fine, traditional weavings by
Mackenzie Kelly-Frére, and even Jolic Bird's especially labour-intensive process, the
work did nort necessarily cake less time or skill to produce. Rather, “sloppy craft” is not
anti-craftsmanship, but for critical effect subveres or alters methods of production that
value time, labour and traditional skill. Lupypciw’s My Sex IVebsite and the video BED
OF INTIMACY upturn prevalene stereotypes about the value of labour, gender and
scxuality as they pertain to art, craft and emerging media practices.

To craft is a verb meaning to make with care and it can pereain to an action, material
and/or idea. Whereas Wednesday Lupypciw performed for the camera in BED OF
INTIMACY and lefe material traces of her crafting, both the tapestry and the video,
Robin Lambert performs live with guests for In the nuaking. Lunch with Strangers

is exacely what it states. During the course of the exhibition, Robin Lambert invices
strangers whom he has invited via newspaper, radio and social media calls to join him
in the gallery to share lunch and a conversacion.

Each participant chooses a set of handerafted ceramic dishes from the table for their
meal. Lambert commissions these sees of dishes from other artists in his nerwork

and purchases them for the performance. After the intimate performance of eating
lunch in the gallery, the dishes are washed and replaced on the table. Ae the end of the
exhibition, cach "stranger-no-more” receives the dishes they chose to cat from to keep.

Each relational performance is photographed for che artist and this ongoing
documentation is added to the gallery walls weekly during the exhibition. Like the
ceramists who lovingly crafted the ceramic wares thae become, through use, the
symbolic center of the performances, Lambert carefully crafts these engagements to
evoke the erust and care of his participants during their exchange.

Also with the participation of viewers, Tyler Rock’s installation, Still Witer, reveals the
interstitial space berween the material and phenomenclogical, becween the visible and
the unseen, between the optic and the haptic, and between the mind and che body.
When you enter the small dack room, you encounter a clear handblown glass vessel

hanging from the ceiling. It glows with blue light and is partially filled with water
and beads of condensation.

The vessel, which acts as a lens, magnifics the mainly invisible striations in the glass
thar evince its making to form a dense pool of blue ripples upon the Aoor. The sounds
of the participant’s presence activate two small microphone switches embedded in
the ceiling and a small puff of C0, is refcased into the bortom of the vessel, blowing
bubbles that rise to the surface of the water. The bubbles disturb the otherwise still
water and the quiet blue lighe thar fills the room shudders in response to the viewer’s
presence,

For a moment everything pulses, and the space between the viewer and the inanimate
glass object becomes activaced. The vessel in Stifl Hiter becomes a lightening rod for
an embodied, immersive, participatory viewer experience that expands the field of the
craft object beyond its material limits to perform the “thingness of the object.™ In so
doing, Rock’s evacarive installation delves into phenomenological concerns by crafting
material encounters,

Pavitra Wickramasinghe's video installation, Silence of hought, Music of Sight,
invokes a similar refationship to body, space and time. This work incorporates a wall-
sized silent video projection of a sea at night, a crystal and glass sculprure made of
found objects reminiscent of a British tea-clipper used to transport tea from Sri Lanka
(the arcise’s birthplace) to Europe, and a timed lighe. The light is eriggered by the video
at certain moments to turn on and illuminate the ship and its ornacely laser-cut paper
sails. The ship’s shadow is cast momentarily onto the projection of the sea, and prisms
of light scatter around the room to ¢nvelop the viewer. Seconds later, one is again left
with the undulating waves in the darkness and silence.

Technology provides ways to mediate the distance berween time and space, bue as the
work's title suggests, the installation shore-circuits our senses to create a synesthetic
effece; what we think and experience and whar we hear and see can become easily
confused, conflated, and interchangeable. Thus the material world and our perception
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of it should always be scrutinized, especially when
mediated by technology. Our filure to do so will, of
course, have real marerial and political consequences.

Robin Lambert activates his social nerwork and
employs a sharing cconomy, while Brendan
McGillicuddy, Stephen Holman, Jenna Seancon, Dean
Drever and even Pavitra Wickramasinghe's Line Poems
experiment with how contemporary artists who make
highly crafted forms can work in more networked and
distributed ways with the assistance of digital media.
Each is interested in the reproducibility and maobility
of the aesthetic object assisted by the full or partial
replacement of the maker’s hand by digital technology.
Yet each also recognizes and exploits the need for
specific conceptual and material-based knowledge

to craft an object using these technological means.

In Artforuni’s June 1967 issuc, Sol LeWitt published
his now famous “Paragraphs on Conceprual Arc]” in
which he advanced what became the central adage of
conceprual arr, “The idea becomes a machine thar makes
the are2 It is to this idea and LeWint's “serucrures”
that Brendan McGillicuddy returns in Overtone ro
reconsider relationships between the conceprual and
the macerial in sculpture. Imagine LeWitt's drawing,
Isometric Projection #13 (1981), run through a random
algorithm to produce an unpredicrable, lyrical, three-
dimensional form and you would have the renderings
for Overtone. The work was too complex to be milled
by machine. McGillicuddy hand-carved, assembled
and immaculately finished more than one thousand

pounds of solid cherry to materialize this highly crafted
sculprural reintegration of concepe and material form,
In doing so, McGillicuddy tests the conceprual limits
and phenomenological limits of form so key to LeWite
and the Minimalists who followed him.

Theoretically, McGillicuddy's Overzone should be
infinitely reproducible from a digieal file anywhere

the digital milling technology exists, but it’s not.
Similarly, Stephen Holman's ongoing series, Printed
Ramifications 001-004, which reveals his research into
design possibilicics in addirive 3D printing, furcher
explores the possibility of completely removing the

artist’s hand from the making of a work of art. Multiple
iterations of Holman's faneastical digital-mechanical
object, replete with nested gears, are printed in different
types of ABS plastics from a digital file thar the arcist

is constantly modifying to “improve” the functionality
and cfficiency of the object’s design. Yer, try as he might,
the object still does nor function—its gears frozen,
printed in place and fused to the outer shell ac multiple
points—it is a failure,

These digital objects reveal a gap, a glicch, berween
their digital forr and their material function. Holman
is trained as a jeweler and metalsmith and could easily

Ward Bastian, Highlights 10 (detail)
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modify the finished prine by hand ro make the gears move, but this is not the point.
Rather, Printed Ramifications 001-004, like McGillicuddy's Quertone, examines

the current porential and the limits of emergene digiral design and production.
Simulrancously, both artists’ works demonstrate that it is increasingly difficulr o draw
disciplinary distinctions berween are, craft and design, and furthermore, thae there is
litele need to do so.

Jenna Stanton also has litele use for these distinctions. Stanton's Handle Series

and Stacked Series of poreclain vessels evolved from her recent graduate studies in
ceramic design at Stoke-on-Trent, Staffordshire, UK, the centre of British porcclain
production. Her works combine traditional mould making, pattern development
and industrial ceramic design with new technologies. In Handle Series, prototypes
were first developed by hand altering slip-cast forms that were further developed

using 3D-modecling sofeware { Deskarees) and 3D-printing technology. Moulds were
handmade from the prototypes and slip-case using bone china. The spouts are hand
finished and chinned out to a razor-sharp edge making the forms unsuitable for facrory
or mass production. This means they can only exist in their most refined stace as craft
objects, but could still be reproduced.

In Stacked Series, prototypes for stacked dish scrs of various sizes were also developed
using 3D-modeling software {Deskartes) and 3D-printing rechnology. The moulds
were handmade from the prototypes and slip-cast using carthenware, The large cighe-
inch-diameter stacks were made by using lascr-cut templates and chen developing
plaster moulds on a jolly jigger machine, as is commeon in industrial ecramic ware
production. Decorative patterns were developed and modified using Illuserator and
sprayed and silkscreened onto the surfaces in enamel.

Stephen Holman, Printed Ramifications (detail)
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St Water, 2012
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Afier seeing the UK Craft Council exhibition LAB CRAFT, Stanton realized that in
the hands of crafispeople this way of working with new digital technologies could be
used to expand traditional ways of making, potentially increasing the reproducibilicy
and mobility of handerafted design objects. As with Holman's Printed Ramifications,
designs could be refined and produced in multiple iterations co suic different aeschetic
and functional needs.

Stanton’s Handle Series and Stacked Series are ceramic editions that combine her
tradidional understanding and knowledge of materials, those hapric and racic
knowledges essential o a eraft practice, with new distributed forms of knowledge,™
which are facilitated by digital technologics and widely used within the industrial
design field to increase the accessibility and diversicy of the designs. John Roberts calls
this the “craft of reproducibility,™ and it is an example of reskilling ac its finest.

In the making is an, admittedly, open-ended exhibition that could be interpreted in
many ways. The essay you have just read traces only one linc of interpretation through
these complex works. Nicole Burisch's interviews wich the artists that follow will open
up many other possibilities for your consideration. Given the rich involvement of
contemporary craft and emerging digital media in contemporary culture, there will be
many mote in the making.




PAVITRA WICKRAMASINGHE
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