CTRL +P

“LILIPCLrl+P: The Evolution of Craft and the Desktop Tool</titlie>

“Wl>Anna Walker, Curatore/ii>

<p><om>
Visual arcts and crafc urgently need to make a critical contribution
to the idea of making as a conceptual framework for rethinking
Luddism, not as a romantic return to nature, but as the premise for a
future digital commons, with craft skills implemented across a range

</p

of technologiesc/ca» - Ele Carpenter?
>

<p>

</p:

For the artists in <em>Ctrl+P/em», 3D printing and digital
technologies are more than just tools used to create objects. The
choice of using these new technolcgies impacts the underlying
concepts of the work and allows for an exploration around issues of
authorship ity, customization and the contemporary
“do-it-yourself” culture.

>

<p>
In the three years since the inception of this exhibition
in 2011, 3D printing and digital fabrication have exploded
in pop culture and the arts. 3D printing repeatedly has
been in the news, with the printing of parts to make guns,
human organs, and even food products. Using an additive
process of manufacturing, 3D printing starts with software
programs known as CAD (Computer-Aided-Design) to create a
digital model of an object design. The measurements from
the digital model are sent to a machine that prints out a
material, most commonly plastic, layer by layer. The
recent accessibility of low cost 3D printers such as the
MakerBot and free CAD programs such as Google SketchUp now
allow anyone with a computer and some skill to create,
download, and personalize objects for 3D printing.

</p>
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“ihile 30 printing may imply the ease of Making
to

les, in reality it is the abiiir.
p.:::::lnze or tailor objects to our ‘:‘“me)
needs that truly sets this technology apars. The
opportunities presented by such full-throtey,
custemization apply not only to the objects
themselves but to the way in which they are
produced. In many cases, the artists in
rusCEXI+P: on> have worked collaboratively, ofren
in distant cities, laboring alone but for 5
collective purpose, dismantling the traditiona)
ideas of individual versus collective authorship,
Bryan Czibesz and Shawn Spangler took advantage of
these benefits in working collaboratively on three
different bodies of work in «<.w:CErl+Pc/in.. For
example, <.»-Aerial: remarks on the history of
things:/om> began as a 2012 installation titled
<em>Mapping Authorship'</.»» that manipulated
profiles of two historic vessels through both
digital technolegy and traditional hand-:omng
methods. Vinyl shadows imply the original cutlines
of a nineteenth century vase by the British
designer Christopher Dresser, while the second form
reflects a Chimi stirrup spout bottle dating from
the twelfth century. After being scanned, the
criginals were entered into a 3D-modeling program,
allewing Czibesz and Spangler to manipulate pixels,
distort the profile and capture different stages of
these distortions through hand-built versions, or
CNC molds. Spangler describes how “digital
technologies have changed the context in which art
ie produced and displayed, while extending and
intensifying perception of time and distance.”

</p>
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In this early stage of utilizing 3D printing and digital >
tesﬁnoloqiea, craft artists have seized an opportunity to expand
their skills with the use of new digital printing tools. While scme
form of digital printing technology has existed for the past three
decades in the craft world, modern innovation has made the equipment
more accessible. However, to use these tools successfully, the artist
Must still possess underlying skillsets — the same manual skills
design ingenuity, and mastery of materials - that are inherent in
craft. What makes this technological movement particularly exciting
is that contemporary artists such as those in Ctri+P still
envision themselves as craftspeople, and yet are using novel
C?chnclogy to comment on evolving subjects - such as authorship.
Given the history of craft as a discipline grounded in community,
driven by guild groups and a community of makers, this is a
particularly appropriate evolution. This is not a time for craft to
become preoccupied with a new technology but, rather, a moment to
realize the conceptual potential of these tools and lead with works
that truly critique and engage with our contemporary society.

“€X js the curator of " Ctri+F
and currently the Windgate Foundation

Curatorial Fellow for Contemporary Craft at
the Museum of Fine Arts, Houston. Prior to
this she was the Curator at Houston Center

for Contemporary Craft.

Anna

To promote 3D printers, manufacturers and service providers market
them as the most instant and seamless of all the fabrication
machines. All you have to do is send to print - an entire
production process narrowed down to a computer shortcut: Ctrl+P.
What could be dismissed at first as an oversimplification or a
marketing trope is actually a meaningful focal point to explore
technology. So what exactly is at work when one hits Control +

the

Print?

3D printing an object is a slow, complex and sometimes messy
ledge and skill. One must be

process, which requires a lot of know
more or less fluent in CAD to draw an cbject or enter the correct

parameters for printing. One must know which materials to use and
the limitations of the machine in terms of size and shape. And most
importantly, one must keep a close eye on the macﬁine_to prevent an
hiccup during the lengthy printing. To send to print is by no means
an instantaneous, seamless process as of yet. However, this short,
simple action gets the limelight because it is the most legible.
ctrisp is an action familiar to all users through an analogy with tt
common desktop printer. This act is a point of reference that
eventually works as a synecdoche for the technc}ogy. One mention o
ctrisp conjures up the entire process and makes it feel complete am¢

resolved.

</p> o

“ie>In, out, and Beyond the ctri+p Paradigm: Unraveling Assumptions

About What it Means to Send to Print<

*Justine Boussard

Ta'be creative with computers is a difficult task to define. One must be
quite sure what the creativity is related to; whether it is part of the
processing of data, or information fiow or the hardware which allows the
process to take place.’

This 1969 quote from John Landsdown is an extract from the first Computer
Arts Society exhibition catalog. Although nearly half a century old, it
captures the complexity of creativity and skill in the digital age. s a
part of the making i{s taken away from the hands, coded and performed by a
machine, the creative process is intrinsically transformed. Digital
technologies are not just a set of tocls and machines - they have a
language of their own that is complex and pervasive. From hardware to
software and smart materials, digital technologies inform machines,
outputs, services and skills alike. Attempts at making the workings of
computer coding visible or giving it a formal language of its own have
taken architects, designers and axtists into new territories. The aesthetic
of computer-aided design, a collision of mathematics (for example, Wertel
Oberfell’s Fractal Table) and organic forms (Greg Lynn’s architecture,
Joris Laarman’s Bone Collection), often verges on the otherworldly; as if
the viewers were catching a glimpse of the future. However, as some of
these technologies enter the public realm, via the multiplication of
makerspaces, online 3D printing services and dramatic drops in prices
people have access to these cutting-edge technologies. The ambivalent
position of 3D printing as both a professional and amateur tool is a
particularly potent case study for anyone who wishes to explore the
relationship between creativity, skill, and the mac

nore

Lanedown, John. “The Computer and Art: Some Questions and ) Apelagles An
Advance, or I dan't know much about art hut I know a qood subroutine when I
don: Computer Arts Society, 1965. np. Print.
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The action of sending to print is also a strong tipping point; the key
moment when the machine starts working, or dare I say, creating. This
devolution challenges traditional notions of authority and skill.
Kenneth Knowlton, another Computer Arts Soclety founder eloquently
articulated this anxiety:

The machinery which intervenes between artist and viewer precludes a
great deal of normal communication. Even at the first stage - the
punched card - one cannot tell whether the card was punched tenderly

or in fury.*

P “g>
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An additive manufacturing machine deposits layers of a growing
variety of materials, according to a predetermined pattern. It

follows the same process no matter what is being printed. A truly
versatile machine, it was not meant to produce anything in

particular, but tc respond to rapid changing needs. As such, 3D
printing does not produce any objects. It is up to the user to give
the technolegy and what it produces a purpose. It is undeniable that
3D printing has pushed the barriers of what shapes can be produced,
having got rid of the mold. The scientific applications in the

medical field are being explored with very worthwhile results, from
tailor made prosthetics to human tissues. Outside the realm of
science, and browsing through open design platforms such as
Thingiverse, one will mainly find fixing and improvement of

household items, or the production of common objects and abstract
shapes for the pleasure of the form. 3D printed outputs have no
cohesive application, no backbone; they do not form a new typology
of objects. Instead, much like the resin that comes out of the
nozzle, they £ill in the holes and gaps, complement what already
exists. The technology is so excitingly novel that for the most part
it feels like a formal exercise rather than a revolution - at best a
medium for a new aesthetic. The versatility of the technology can be

its own worst enemy.

<p>
We are still in the early days of 3D printing, and the exploration of
the machine’s possibilities is going full blast. The environmental
imperative and socio-economic pressures of our times compel us to
harness this technology and make better use of it - defining a
posteriori the ideology behind the technological prowess.

As the artist hits crils+p, the creative power is bequeathed onto the
machine. Machines have no moods, no emotions - they steadily work on

their axis. Although at first glance one might thirk this action means
c1+p as a concept

a relinguishing of authority, the prominence of ¢
1” of the artist is

reinforces the agency of the artist. The “control
reaffirmed through their ability to set the parameters although their
agency is split with that of the software and machine manufacturers.

ctrl+p is the last human action, but the strongest.

As we move from one side of this action to the other - from
conception to production - the object mutates from digital to
material. The physical object should logically be the ultimate goal
the end of the creative process. However some digital designers, such
as Assa Asshuach, argue on the contrary that their creations exist in
their digital form, and that the physical iterations are fossilized
versions of it. In that sense, 3D printing is still lagging behind

for such makers, as they envision a world where physical objects

could be reprogrammed. So where does that leave the physical objects?
Although the technology works according to an inner logic that
differs from that of century-old industrial production, the outputs
produced almost systematically fall into traditional and stable
categories of objects: a lamp-shade, a table, a work of art. The form
might not have been possible to produce using mechanical
reproduction, but the function remains identical.

p>




UTILITARIAN CLAY

OBJECT, AN INTIMATE SYMPOSIUM HELD

RATE THE
TILITARIAN CLAY VI CELEBRATE b 2% 2
every four years since its inception in 1992, took place on 19-22
\\-pl;*mlerE()ll. Limited to 200 participants, it is in honour

i the potters who create them, The

s pursuit of utilitarian pots and
:‘:t‘::; c‘n‘rl\:L:I(I:d of 16 dcmunilmhng ceramics .\rm‘fm)w.\('xhnlfn(l)mn: tw 0
1y, talks with sym- moderated forums, a two-part l“.\“)“vc“l‘{‘.;:‘lfr:’h-i.::{ ll :‘l‘:: L“'.l,‘:.‘,::}f,f

. by Pete Pinnel), a keynote address by Wesley Mcih F L
phkerritils Maine) and closing remarks by Mary Barringer. The concluding pres-
«‘:n‘!alion‘ was (I\‘v potters’ favourite pots. The m!luqmum is the br.\x}\.
child of Arrowmont’s program director Bill Griffith who lms_kwcn with
~__ Arrowmont for25 years. He coordinates this
Sh 1 1 symposium with longtime friend and fellow
5’1{12?’” O CO””OY dCSCrlbeS HTC p‘nlu}’r, Peter Beasecker, associate professor
sharing of ideas at the SYMpOSIUM g ar asyracuse University.

—————— — = Its impressive 20 years of history pro-
vide us a glimpse into this field: where it has gone in recent years and,
we hope, insxghl into its future, Whereas veteran and mid-career art-
ists dominated prior symposiums, the focus this year was on notable
emerging ceramics artists. This young group is indicative of how aca-
demically driven our field has become. All but one presenter earned his
or her MFA through the American university system.
How has this academic training affected the course of the utilitarian
object? Certainly, individual craftsmanship has risen to extr linary
levels. Current academically trained practitioners have extensive

Past presenter and invited

technical tool belts at their disposal, which they utilise to create their
individually styled work. The endless variety of form, suriace, tex-
ture and techniques was evident in the work and demonstrations by

the presenters.

86 CeramicsTECHNICAL No. 36 2013

The six exhibitions on campus featured 221 works from 118 artists. In the main exhibition space, the 16 presenting artists were represented by multiple
examples of personal works. Work by invited mentors was shown nearby allowing viewers to see obvious connections with the presenters, where they
existed. Arrowmont's gallery director Karen Green selected work from the school's impressive clay collection to curate a show in the loggia gallery, which
included pieces by Karen Karens, Michael Simon and many other past Arrowmont instructors and resident artists. Griffith curated a show comprising past
utilitarian presenters in the Jerry Drown wood studio gallery. It represented some of the outstanding potters in our field, both past and present. Two smaller
exhibitions up only for the duration of the symposium included the display of the potters' favourite pots and pottery from invited assistants. All this work
made clear the limitless interpretations of the utilitarian object by individual makers. The removal of the hand from the creative process appeared to be an
apparent trend among the younger presenters. Nicholas Bivens and Shawn Spangler are prime examples of individuals who go to great lengths to conceal
evidence of the hand. Like many of their peers, their work is clean, tight and reveals little evidence of construction methods. With technological
advancements rapidly finding their way into our everyday lives and studio practices, this raises the question of how relevant the hand is to what we do. As a
field we seem to be viewing and embracing technology and industry as the way ofthe future. Isn't this move somewhat contradictory since our field arguably
started out and exists as a movement against industry and technology? Why are some now changing that?

The most functional pots our field has championed in recent years appear to be moving further away from what many would classify

as good utility. They now seem to be more vehicles for expression of form and surface than objects created to assist the basic human needs of consumption.
The pot has become a surface for imagery and pattern. Although potters have been using surface decoration since the beginning, the emphasis on utility first
came out of a practical need; surface applications came later. Some early human culture pots did possess more sculptural forms and promoted utility; most,
however, serviced a need well enough. They often had specific ceremonial rituals associated with them. They were not everyday pots. Having our daily
morning cups of coffee maybe considered a ritual, yet is a far cry from a religious ceremony. Few contemporary potters in our field seem tobe considering all
aspects of the utilitarian vessel in the final product. We hear much about how the handmade pot can enter peoples' lives through everyday use and thereby

speak about human emotion. Butas makers are we paying attention to how these objects will exist in the real world, off the pedestal, off the cover of
Ceramics Monthly and in the hand of the user?
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CERAMICS NOW

BRYAN CZIBESZ AND SHAWN SPANGLER
Future Archaeology
February 17 - March 17, 2017

STATEMENT

Exploring the ways that culture, labor, art, utility and technology are imphcitly tied, this work focu:
the differences and similarities between hand-forming processes and digital reproduction technologe:
points of departure in this collaboration were a series of historical objects ~ ranging from 3 Korean funer.
urn and Chimu stirrup vessel to a Christopher Dresser Ault pottery vase - digitally appropnated from mus
collections. These scans were used in whole and in parts in a remaking, reconfiguring and remung proc

that was a search for new formal territory. Using an extrusion-based ceramic 3D printer built for the project
they were able 1o 30 print parts with the same clay they used for generating form on the wheel and by e,

allowing for a depth of play and collaboration on each individual object that would not be possible vath ore!
digital and 3D printing processes.

in the seeing, preting, forming and finshing of each chect
While Czibesz does most of the digital and 3D printing work and Spangler does most of the wheel thr

both of them shared all the conceiving, handling, construction and finishing from beginning 10 end, d
dunng time spent in the same studios in Kingston, New York and Honolulu, Hawaii

8i0

Bryan Czibesz earned his MFA from San Diego State Universi ht workshogs &
P : ty and has shown his work, taug Vi
2:." l:“nﬂm-ﬁcsdence throughout the United States and internationally, including 3t the Houston C“’:
il Craft (Houston, TX), The Center for Craft, Creativity & Design (Asheville, NC). the NeSor /(0 ¢
Cuseum (Kansas City, MO), The Clay Studio (Philadelphia, PA), c..¢.La. Rome (Rome, a) and Yt
Ceramic Arts (Newcastle, ME). He currently teaches at SUNY New Paltz.

Shawn Spangler holds an MFA degree f e i Resdee
Jnadezhe 2 rom Alfred University (Alfred, NY) and has been an Artist:
;‘N. Spangler,l': 3 "" wfnl;'Shed Center for Ceramic Arts (zewrasﬂe, ME) and The Clay Stud { » ASS:S‘.;J
Professor of Art at the "‘W!ﬂ'.tye“oml °’;’“‘l' artist collective Objective Clay, and currently senves

E
CERAMICS NOW 2017 ADAM WELCH
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mmmmwwwvmmmdmummhm
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both the artst and comenunity. The Pottery has evoived over the years, though the core of that culture and metaphors for how we ‘ence time ~ its duration and effect on identity. Lee offers us 3 glemgre ey 3,
cenanly the speit of exhibition manest in y S oot 9 o resity where we are surrounded by beauty.
m-\dwmmnhmwmanvwmm.mmialhmmmnamm
um.nmnmommwnmm 1945-1982) crested & permanent exhibiion space on mnlwummmm’vm‘m-“'m'“wmmm
he of 16 Jones Street y's home since 1948, Before a dedicated space was established, sculptor and 30 printer. 3 i King o Eaem
Mwokmmuwmmmgmmvewm.m\mwmnmmmﬁ@n works of the 1960'. Czibesz and Spangler have managed to merge some of the oldest and the Mmost curs
well 25 n off-site Jocations like empty storefronts, Gertrude Vanderbit Witney s studio,  branch of the New technologies n 3 sashup that result in exquise objecs, Assembing human made vessels wit scarne g
;Mmmmwpmmsgvdem.mm Upon Jane Hansook's retieement in 1982, the MMMMMﬁmm-MWhﬁwm"MMaw
 space wars renamed the Jane Hartsook Gallery in her honoc. In 2013, the Gallery was relocated 10 street level funerary urn 1o a Christopher Dresser Ault potiery vase — as a launching point, investigating tradtonal fom,
i g legacy of leading the field in its of the most important ceramics from & contemporary context. Though they collaborate, each has uniquely proscribed contributions. Cabes
s in New York City. fabricates the work theough digital alteration and the use of a cerami 3D printer, insiructing the machine how
Z g =

gt qr Spangie employs the potters wheel 1o e
Hartsook Gallery seeks 10 broaden the knowdedge of the ceramics spheré in our Comaantty, e original forms that later are collaged with the prints. Ultimately, their works are sick productions that brng to
This year rmind concepts of authorship and originality through exploring the pas: ard conforming to processes of e

present.

‘Ghada Amer's exhibition Déesse Terre represents the work that A«

nugmymummmmfmmmmu

hangings are undulating curvlinear forms with raised rounded ed.
g R SR e

3 3 three month resdency
v of work. Amer’ large wal

mwmmmammmmwaAm New
s of Bryan Czibesz (New York) and Shawn Spangler (Hawai), and Naom: Dalglsh

three-person exhibition with Andrew Casto (lowa), Evan D'Orazo (Michigan and | pam-gs‘ : Zolor and fierce th e Segane fomms, gove)
(New York), and the Residency and Fellowship Exivbition, Ceramics Now festuning Ghada | insize and formal complexity in anticipation of her sculptures. The = ik she developed, 5922097
n, Alice Mackler and Eflen Robinson (New York) f labs, is far cous of its The piec < er paintings, torn from Bee
stretchers, folded and crumpled. These brilliant and imposing slabs 311 « < :zbie in the round, necessaty

vmmummsmmm.medwmomm. Larger fig developed narratives.
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of the gallery as posing the question, “What is ceramics now?™ and the work we year's Resident and Fellow exhibition, Ceramics Now, featured Ghada Amer, Judy Hoffman, Akt
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THE OBJECT OF OBJECTIVE CLAY

7h OBJECT o
OBJECTIVE CLAY

by Joe Molinaro

ng. fr camost
b chamged wishons changing sw sivsbing *
— Albers Einucia

Thinking of chasge, o at et the changing landscape for artist
a0 e they apgesach Bading markes and exposare fox thelr work.
s 2 dance that is performed oo comndew stages. each offering the
promise of vuccess for artist aad the objects created in their snudios
Biut for memben of Objective Clay 3 grove of individush working
1 maisesin i0d expand 1 different model foe bow cerumic aniss
are sepoesenied. ce beser will, represent dhemactves and sastain 3

o wich e ideas and challcnges 3 they tum 10 ene saather for
advice. encosergement. ind vision. Loskieg backwasd asd sing

Seick-and bkl
mace secenaly, oaking 10 e Interner and bow ir. 100, has spuwned
namero online galiries and s where st as¢ repecseated,
Objective Cly emerges s & new and improved vessse for sales,
wiitings, aippars, and general reprrseniation

Wihile arvints living in locations wheve posters have setiled in
clowe praximity t one anacker wek colsboration through com-
enunity events for the promoeisn asd sule of thest cerare woek. i
i chearly 3 model that woeks bew foe sitc-specife locacicar. Asan
example, comcentraemsns of duy atits wha live ind woek in regon
of Minneseca, Virginia, Texas, California, North Carolina, 0d
many other bocations througheut the country, have abowod arsiscs
10 o fecen in peomoting thei waek a1 3 collective, providing
(ocrese cramples 08 b there s erergrh in nusmben. Geograghy.

e 2
cant porcean, terva sipata sgrathz, plaze, tres % coce & i sucation, 3016 3 Shawn Spangier's Oocble Wated vass, 20 . (51 m) 0 heght, Sead
2018

Bran R Jorew’tambser wit biack Rowars, § 1. (15 o) 0 e, aip-
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ence an event and potentially walk sway with vataable purchues
In & very diffecesn scenario, and leaning en the sreageha of
physacal galleries. commusiey. and the lnterses, Objeceive Clay
haspes 10 redefine bow arsists woek Boch asisdividuals and togecher.
Objective Cliy was formed 2 3 sesuk of sharing the stage 21
presencers a1 the Usiliarian Clay VI Symposium 2 Arsowmeat
Center for Ares s Crafs in Gatliburg, Tennesse, in 2012, After
several days demonsirariog, Jecturing, and sharing doughis wih
each other about bow theis woek i markesed and presented 1o dhe
poblic. rwelve anies (Jesnifier Alle, A. Bair Clere, Sanshine Cob,

The goal was to create 3 new model for bow they and dheis
waek might meve into the futere theusgh the <reation of 3 greup
dedicacal b5 vasuining » wiccenhul carcer makieg wilaarian ob-
Jocts in clay, Afver the symposium, the group mes sace a month
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RE/ CHARTING

Re/ CHARTING shawn Spangler

The practice of ceramic is implicitly tied to ideas of culture, labor, art, utility, and

technology. These issues will be explored in the exhibition Re { Charting, featuring the

Re/Charting
Bryan Czibesz & Shawn Spangler

The aim of this exhibition is to map an artistic authorship upon ceramic vessels through object interpretation, transformation, and re-contextualization from a
point of origin. Using traditional hand-forming methods combined with new 3D modeling and prototyping technology, this project is an experiment in
process and result. Our goal is to open a dialog that highlights the connections and margins between the manual/handcrafted and mechanical/digital processes
of producing ceramic vessels.

In The Work of Art in the Age of Mechanical Reproduction, Walter Benjamin identified a de-contextualization of works of art through reproduction.
Benjamin posits that the presence of the original is indispensable to the concept of authenticity because it includes all the history—or tradition—required to
reach that point. Our intentions are to use existing ceramic vessels as vehicles for interpretation of this authenticity.

We will create a succession of pieces through a system of generative appropriation. Source material will be interpreted both directly by the eye of the artist
and by the “eye” of the machine (2D and 3D scanning), and a successive generation of objects will be reproduced: one directly by the hand of the maker, and
another by the hand of the machine (3D modeling and prototyping processes). The resultant objects become source material for a successive generation of
form. The hand-made object is interpreted and reproduced by the machine, and the machine-made object are interpreted and reproduced by the hand. The
result is an exploration of process between artist and machine, validated by the location of the origin.

This project is a Sisyphean pursuit of process and an examination of the ways a source object can be interpreted through time. The resultant work are ceramic
objects, but a significant component of the show’s installation is documentation. This video component will complement the installation, providing the
audience with a secondary artifice: an epistemological framework of our procedure, a visual element and didactic component of our process. It maps a
history of process and will provide—for all the finished work—a unique presence in time and space that can be experienced by the viewer. Ceramic history is
implicitly tied to ideas of culture, technology, labor, art, utility, and human survival. As our means of producing functional vessels has evolved, technological
development has always defined an edge, or boundary, of old and new, of traditional methods and the introduction of new tools. Today’s new ceramic
frontier is 3D modeling and prototyping technology. The resultant work in this show explores the usefulness, and legitimacy, of this technology in the
context of traditional ways of making.

This exhibition is an example of the working processes that are on the edge of traditional making, and they offer fuel for discussion about the place of new
methods in a medium as fundamental and tactile as ceramics.
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