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In the summer of 2012 the “Creative Residency in 

Ceramics and New Technologies” (CRCNT) took place 

at the Maryland Institute College of Art (MICA). This 

catalogue is one small part of this residency. One that 

seeks to document the research and experience of the 

individual artists present, but also serve as a document 

to help frame a new way of thinking about the role of 

research at an art school, and how the unique site and 

institution of MICA is playing a role in redefining these 

terms. 

What I propose is that a place like MICA, a school 

founded very much on a passionate engagement with 

education, can become a hot house for new learning 

constructs, a place where we imagine and create 

different environments where learning for learning 

sake can exist and can frame how we understand ideas 

around innovation. My idea for the CRCNT grew out 

of the “MICA: Ceramics and New Technology Research 

Initiative” and a long held interest in developing a 

“think tank” residency which would bring experts and 

creative practitioners together to give them a real 

opportunity to engage with new tools, new processes 

that might both expand and potentially challenge 

their conception of their field. As an artist engaged 

with ceramics, I am conscious of how the expanding 

world of digital fabrication has been perceived as an 

anathema to the world of crafts, the world of ceramics. 

My hope is that the ceramics program at MICA, instead 

of denying the importance of this area (or any new 

approach to the media), could seek to engage with the 

new forms of digital fabrication and instead give artists 

the opportunity to become immersed, in order to 

explore their ideas through the lens of these new tools.

The residency hosted a group of five nationally and 

internationally known artists with an expertise in 

ceramics for a 3-week residency at MICA; with focused 

time working with the college’s diverse array of digital 

fabrication technologies as well as state of the art 

kilns. This residency was devoted to collaborative 

and individual research in the development of new 

bodies of innovative art works exploring the creative 

potential of the intersections between ceramics and 

the new technologies of digital fabrication. Followed 

by a symposium hosted at MICA in fall of 2012, where 

our time and experience together was shared with the 

public, the CRCNT residency has spurned new works 

for the artists involved, but also new thinking to the 

future of our field, our role as teachers, and new ideas 

and directions.

I was honored and very fortunate to have this MICA 

project funded by the National Endowment for the 

Arts, ArtWorks Grant to further explore these ideas. 

Through this support, I served as the Project Manager 

for the CRCNT. Within this space I was both host 

and artist, further complicating and enriching the 

experience. Now this experience is further deepened 

as I continue my own work and reflect on my role as an 

educator. I feel a sense of responsibility to my students 

to continually reassess what is the landscape in which 

they will find themselves. I think about how tools and 

their use can be a generational thing, the friction of 

working situates itself along a different plane but the 

dynamics of working stay the same. 
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Currently serving as Chair of Ceramics at the Maryland 

Institute College of Art, David S. East has taught and 

been a visiting artist at numerous locations including 

University of Missouri-Columbia (Assistant Professor 

2001-2007), Alfred University, Kansas City Art Institute, 

Massachusetts College of Art, Washington University, 

and Tainan National College of Art, Tainan, Taiwan. 

01. Bisected Field Study

Ceramic, Plywood, h 32” x w 67” x d 10”

2014



David’s recent work focuses on ceramics, sculpture, 

installation, and digital fabrication technologies. 

Recently his research has focused on architectural 

and design references revolving around issues of 

urban planning, architectural ornament and design 

as signifiers of our cultural history. He has been 

exhibited nationally and internationally in juried 

and curated exhibitions, including the GICBiennale 

2015, Icheon, Korea and recent solo exhibition at 

Schulman Project in Baltimore, MD. He has received 

numerous awards including, Individual Artist Awards 

from the Maryland State Arts Council, the Lighton 

Foundation, and the McKnight Foundation. His work 

is in national and international collections including 

the collection of the Faenza International Ceramic 

Museum, Faenza, Italy. His work has been featured 

in national and international periodicals and other 

publications.  David received his B.F.A in Ceramics 

from the University of Wisconsin – River Falls (1997) 

and his M.F.A from Southern Illinois University 

Edwardsville (2000).
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02. Through This Field

Ceramic, Wood, DVD Player, Steel, Animation (12 minute loop) h 96” X w 88” X d 30” (overall)

2012

Photo: Alan Weiner

03. Through This Field (Detail View)

Photo: Alan Weiner



Much of my work utilizes several different 

research interests as drivers, all engaging 

with architecture in some way. Through 

architectural and design references my 

work revolves around issues of ornament 

and design as signifiers of our cultural 

history. Often tracing the circuitous route of 

modernism and its split-level by products, 

the work moves between the promise of 

decorative home goods, to re articulations 

of classical motifs within suburban 

architectural ornament. Formally these 

works present themselves as models or 

studies that attempt to connect abstractly 

our desire to establish order. The work 

positions itself between the known (i.e. 

forms that have become somewhat prosaic, 

(bits of colonial trim, bits of familiar 

suburban ornament) with an abstracted 

unknown, pulled from the most basic and 

classical architectural gestures: an arch, an 

opening. I am interested in the way some 

pieces behave as models but also obfuscate 

that view by introducing the suburban 

ornamentation that is scaled as it is in our 

experience of the everyday. My hope is that 

because of this tension we might reconsider 

some of what has become transparent in 

our everyday surroundings. 

STATEMENT OF RESIDENCY
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04. Departing from (the Frankfurt Kitchen)

Ceramic, Vinyl Composition Tile, h 72” X w 60” X d 14” Overall,

2014

Photo: Elisabeth Bernstein

05. Departing from (the Frankfurt Kitchen) (Detail View)

Photo: Elisabeth Bernstein



Learning about a thing engages with the 

potential for critique just as much as 

engagement and utilization, and to this I 

also feel that we also must be responsible. 

As artists we are in the unique position 

to engage fluidly across interests, tools 

and techniques. We are trained to apply 

a critical mind to each detail, but also 

to move through ideas intuitively. It’s 

not a “better or worse” perspective but 

it is a very different one. As ceramic 

artists, people deeply trained in making 

things in a very complex material and 

technology our relationship to processes 

is a complicated and engrained one. What 

happens when one is confronted by the 

friction of a new tool is of special interest 

to me. As an object maker this is in many 

ways my “stock and trade”

06. Stack, Lamp and Gingham 2

MDF, Masonite, Plywood, Fabric, Steel, Ceramic, h 47” X w 18.5” X d 15.5”

2011/12

Photo: Alan Weiner



13

07. Takes a Skew

Ceramic, Plywood, h 32” x w 45” x d 29”

2014

Photo: Elisabeth Bernstein



08. Degrees of Ambivalence

Ceramics, h 5.5” x w 19.5” x d 13”

2014



15

The processes and practices of digital 

fabrication and tools move in and out of focus 

in my own studio, much as any others. Their 

potential not as an ends in and of itself, but as 

another means, one with a new potentials for 

collaboration and precision and new ways of 

thinking, but in the end another “hammer”.

09. Cultivated an Opening

Ceramic, h 15.5”x w 15.5” x d 10”

2014



JULIE YORK
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Julie York is an artist who works in traditional craft materials using 

non-traditional approaches.  She is one of a handful of recognized 

art makers currently redefining the use of clay in sculptural work. 

York has received a Pew Fellowship in the Arts, the Independence 

Foundation Fellowship, and two Creative Production Grants from the 

Canada Council for the Arts. Her work has been included in shows 

nationally and internationally, including solo exhibitions in New York 

City, Chicago, and Philadelphia.  Her work is also part of numerous 

permanent collections including those at the Houston Museum of Art, 

the Racine Art Museum, and the Museum of Fine Arts, Boston.

01. Revisited in White (Installation view of “Revisited in White” at Richmond Art Gallery)

Ceramics, wrapped a 50’ room, Paper, h 22” x w 30”

2013

Photo: Blaine Campbell



York currently lives in Vancouver, Canada where she 

is an Associate Professor of Visual Arts and Material 

Practice at Emily Carr University of Art and Design.  

She received her BFA from the Emily Carr Institute of 

Art and Design and her MFA from the New York State 

College of Ceramics at Alfred University. Subsequently, 

she has held fellowships and residencies at the 

Clay Studio, Philadelphia, the International Ceramic 

Research Centre, Guldagergaard, Denmark, and the 

Shigaraki Cultural Park, Japan.

02. White on White, S. Hamada

Paper, h 22” x w 30”

2013

Photo: Blaine Campbell.
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My primary activity as a studio artist is the production 

of art.  My philosophy is rooted in an active studio 

practice that grows out of inquiry and investigation.  I 

am a maker who is interested in creating work that is 

both visual and contemplative.  My work is diverse in 

material processes and generally moves beyond the 

traditional discipline of ceramics, in that it employs a 

variety of media and contextual approaches.

STATEMENT OF RESIDENCY

03. White on White, L. Rie

Paper, h 22” x w 30”

2013

Photo: Blaine Campbell.
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My interests extend to manufactured landscapes. I 

create a language of form, images, and engineered 

context through the collection of cultural remnants.   

Many of the formal elements in the work are extracted 

from my world. I am intrigued by the connection 

between objects and their images (both physical 

and mental) and the ways in which we perceive and 

understand them.  The work presents itself in a way 

that challenges the understanding of how and what 

one sees.

My studio practice is informed through ideas and 

experiences, and one project informs another.  In 2012, 

I was given the opportunity to work on this grant to 

develop relationships between ceramics and digital 

fabrications at Maryland Institute College of Art in 

Baltimore, MD.  Through this experience I was able 

to increase my knowledge of and interest in various 

digital tools, adding to my desire and ability to make 

work that uses these technologies. Since the time 

of the residency, my work has developed in many 

ways in considering and employing these tools.  One 

completed project, “Revisiting in White”, was a show 

created for the Richmond Art Gallery in Vancouver, 

British Columbia, which was highly influenced through 

my participation in the 2012 residency.

04 – 07. White on White, R. Turner / White on White, B. Wood / White on White, L. Rie / White on White, P. Voulkos

Paper, h 22” x w 30”

2013

Photo: Blaine Campbell.

08. Revisited in White (Installation detail of “Revisited 

in White” at Richmond Art Gallery)

Ceramics, wrapped a 50’ room, Paper, h 22” x w 30”

2013

Photo: Blaine Campbell



09. Molding, Moulding (Installation detail of “Revisited in White” at Richmond Art Gallery)

Porcelain, wood, wrapped a 50’ room

2013

Photo: Blaine Campbell
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In “Revisiting in White”, I created works that considered 

ceramic histories and how they would be seen under 

the twenty first century lenses of digital fabrication, 

altered media, and display.  While working in “digital 

space”, I became interested in reimagining the work 

of some of the most significant artists in the field of 

ceramics from the later half of the 20th century, P. 

Voulkos, B. Wood, R. Turner, and S. Hamada, through 

the lens of modern technology.  The work was created 

through the use of digital processes of 3D modeling 

/ printing, and laser cutting.  The intentions in this 

work look toward industrial precision rather than the 

handmade.  Industrial tools and processes were used in 

the crafting of the work, reflecting interests in material 

culture, histories and systems of production.

I was curious to see what happens when these 

subjects come together. For example, how do various 

contemporary technologies impact the perception 

of history?  Can ceramic’s history be told through a 

contemporary approach?  Can digital technologies 

function within the framework of craft and our notions 

of “handmade”? Can the tools used in making work 

influence the content of the work?

Making work through answering questions may take 

a lifetime to mature.  However, I remain incredibly 

inspired by the residency and the fellow artists that 

I had the opportunity to work with in 2012.  I believe 

that will sustain my curiosity and work for years to 

come.



NEIL FORREST
Forrest’s ceramic works have examined the relationship 

between micro- and macro-structures, suggesting growth 

substrates for post-modern space. As synthetic landscape 

fragments that colonize built spaces, they borrow from 

architectonic strategies of aggregation and connective 

systems to extend the reach of ceramics as long chains or 

complex matrixes.

 

His recent ideas discuss place, architecture and specific 

historical events. Oslo’s Basement is a narrative for 

which buildings of cultural distinction compensate for the 

trauma of other ones involved in a modern terrorist event.
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Transits, an installation made for the 7th Gyeonggi 

International Ceramic Biennale, is a collection of three 

polar ships and a medieval church. The ships represent 

individual dramas that are part of a narrative about 

modernity - a subjective collection of mysteries from 

history that offer a ‘parallel space’.

 

Forrest teaches at NSCAD University and KHIO 

Academy in Oslo. As an artist and educator, he 

frequently collaborates with architects and artists, 

including the recent “New Digital Technologies 

Workshop” at MICA, The Daegu Library Competition, 

and “Art + Architecture on Ice”.

 

Currently Forrest is completing a multi-year research 

grant to create a installation called ‘Porøs’ - funded 

by the Norwegian Artistic Research Council, and in 

conjunction with The Oslo National Academy of the 

Arts. The project begins with a research question that 

originates in the material clay itself – how to use 

porosity as an expressive instrument? Thus, Porøs is 

imagined as a grotto that produces a group of 

microclimates but also serves as a meditation on 

Bernard Palissy’s grotto in Tuileries.

01. Hard Transits, (installation view)

Stoneware, Steel cable, Installation dimensions:  h 79” x w 157.54 x d 157.5” 

2013

Photo: Øystein Thorvaldsen



The CRCNT residency in 2012 coincided with a change 

in my ceramics. Now teaching in Scandinavia part time, 

I was reminded of my first memorable childhood visual 

experience: depicting Inuit life and place. As much as it 

was about the remote yet romantic North, it was learning 

how to draw…essentially to represent and thereby 

manipulate things. To MICA I brought my renewed interest 

in polar exploration with new visualizing technologies 

available from the CRCNT project.

 

Working with adepts in Studio Max and CNC milling, 

a new visualizing experience was introduced. With 

technical staff, we put together images of polar ships 

and began to mill small models which quickly evolved 

after reviewing each model. Studio Max gave us great 

flexibility to simulate how these ‘rigid’ ships impacted 

physically on softer objects. Next, milling the polystyrene 

iterations gave me a much-enhanced understanding of 

their potential as a three dimensional presence. For an 

artist who ultimately represents in a material presence, 

drawing is a ‘plastic’ stage and eventually gives way to the 

plasticity of the medium clay. If the twin tools of computer 

simulation and physical making become reciprocal, then 

the metamorphosis of each is vital.

 

No new technology replaces the intuitive drawing on a 

napkin. This moment of conception is an elevated state. 

But if the next step is to better understand the reality 

of an object, more practical kinds of representation are 

needed to fill in the multitude of blanks left in the wake of 

an inspirational drawing. Moving fluidly between digital 

drawing and digital model is a remarkable artistic tool.

STATEMENT OF RESIDENCY02. Hard Transits, (detail view)

Stoneware, Steel cable, Installation dimensions:  h 79” X w 157.54 X d 157.5”

2013

Photo: Øystein Thorvaldsen
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03. Hard Transits, (installation view)

Stoneware, Steel cable, Installation dimensions:  h 79” x w 157.54 x d 157.5” 

2013

Photo: Øystein Thorvaldsen



Each of the ceramic artists that David East assembled 

determined their own approach to digital tools. Instructive 

to me, were those who used the cutting and milling as 

plastic entities in themselves. This is an important future 

for digital fabrication in the arts: artists who engage the 

tools in open exploration, and match their ideas in a clever 

game of chess with the tools in the menu bar and in the 

machine.

04. Polar Ships #1 (drawing by Michael Petrick and Neil Forrest)

Studio Max drawing

2012
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In the three weeks of the residency, I faced the 

inevitability that I would not learn Rhino or Studio Max. I 

saw the power of the software and how I might apply these 

assets to my medium. My thinking is now provoked by a 

contrast between the primitive (read ‘directly made’) and 

the advanced (read ‘indirectly made’ and modified by an 

encounter with technology).

05. Polar Ships #4 (drawing by Michael Petrick and Neil Forrest)

Studio Max drawing

2012



In ‘Zen and Art of Motorcycle Maintenance’, Robert 

Pirsig works to reconcile our use of technology with 

our engagement of the mystic. A mystic element might 

be choosing to produce hand-made clay ships (here I 

reference a few odd adventurers who advanced a very 

fringe notion of modernity and national identity). But the 

‘other mystic’ is to reconcile modern technology with ideas 

about modernity, and this is perhaps a more subtle reason 

to engage digital technology.

06. Flake (installation view)

Stoneware clay, Glaze, Automotive finish

Installation Dimensions: h 20’ x w 25’ x w 11’

Largest individual Flake: h 20” x w 98” x d 14”

2011

Photo: Jeff Wells.
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07. Porøs

Installation proposal (Rhino drawings by Naryn Davar)

Proposed media: Stoneware, Porcelain clay, Steel mesh, 

Compressor, Water, Dye, Soluble salts

Dimensions: TBA

2012-2015



JEANNE QUINN
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01. Floating (Installation view)

Porcelain, Wire, Paint, Electrical hardware, h 168” x w 240” x d 312”

2013

Jeanne Quinn earned her B.A. in art history from 

Oberlin College and her M.F.A. in ceramics from the 

University of Washington. She has exhibited widely, 

including the Denver Art Museum, the Milwaukee Art 

Museum, the Kemper Museum for Contemporary Art, 

Art Basel/Design Miami, Sculpturens Hus, Stockholm; 

the Korean Ceramic Biennale, and the Yingge Ceramics 

Museum, Taipei.  She has been awarded residencies at 

the MacDowell Colony, the European Ceramic Work 

Centre, the International Ceramics Center, the Archie 

Bray Foundation, and others; she has also lectured 

widely at institutions such as UCLA, the Kansas City Art 

Institute, Columbia University, and the School of the 

Art Institute of Chicago.  

Quinn's recent work investigates the meaning of 

decorative language, symmetry, and material as met-

aphor.  Using ceramic multiples and other sculptural 

materials, she creates installations that are immersive, 

complex, and lushly sensorial.  

She lives and works in Boulder, Colorado, where she is 

an Associate Professor at the University of Colorado.  



I approached the opportunity to work with digital 

technology with the idea that I wanted it to be an 

extension of my hand.  I’m fascinated, when examining 

objects, by our discernment between those that seem 

“manufactured” versus those that are “crafted.”  It 

seems that through objects, the hand of the maker may 

be either erased or revealed.

In preparation for the residency at MICA, I made a 

drawing of a piece of lace with graphite and ink on 

paper.  I traced that drawing, using the program Rhino 

3-D.  It was a repeating pattern, but while I started 

with cutting and pasting the pattern to enlarge the 

image, I went back and hand-drew each of the many 

thousands of small curves that made up the drawing.  I 

wanted the image to be handmade, using a machine as 

a medium.  I wanted the drawing to have the quality of 

imperfection.

STATEMENT OF RESIDENCY

02. Untitled (Blue and Grey) (detail view)

Laser cut paper, Colored pencil, h 19” x w 24” 

2012

03. Lace Drawing

Graphite and ink on paper, h 19” X w 24”

2012
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I produced the drawing on the laser cutter, cutting 

pieces of paper that had been hand-colored.  I also 

used the fabric printer, printing swaths of cloth with 

the same drawings, now inked in with color.  I used 

technology to scale my image up and down, and to 

change relationships between colors very quickly.  

It was incredibly instructive to me, to see the work 

change dramatically with these variations in scale 

and palette. The context of MICA’s dFab Lab gave 

me a great sense of power over my drawing, as the 

ability to change various aspects of making the image 

were seemingly infinite.  Our only constraint was 

time.  As I was able to translate the pattern into new 

permutations each day, I gained an intimacy with 

my drawing that was new to me; it was the intimacy 

of repetition.  This was very different from making 

something once, by hand.

After the residency, I used the same drawing, printed 

at a larger scale, to make templates for objects in 

clay.  From the clay objects, I made plaster molds, 

allowing for material multiples the way that the 

digital technology had allowed for virtual multiples.  I 

cast several hundred objects and turned this into the 

installation Floating, allowing my textile drawing to 

exist in three dimensions, in porcelain.
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04. Floating (detail view)

Porcelain, Wire, Paint, Electrical hardware, h 168” x w 240” x d 312”

2013
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Questions about the hand versus the machine 

have existed for hundreds of years; the questions 

simply become more numerous and nuanced 

as the machines proliferate.  As a maker, I am 

fascinated by the difference between something 

that one perceives as having been made versus 

one that is manufactured.  When I made a piece 

using the laser cutter, many tools worked between 

my hand and the finished drawing: the scanner, 

the keyboard, the screen, the program, and the 

laser cutter.  Each tools leaves its own mark.  Is 

the scent of my hand still there?  I believe it is, but 

I also believe that the meaning of the resulting 

object has changed through the process.  I’m still 

trying to figure out how.

05 – 06. Floating (Installation view)

Porcelain, Wire, Paint, Electrical hardware

h 168” x w 240” x d 312”

2013
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RORY MACDONALD 
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RORY MACDONALD 

01. Baroque to Camo - pink

Digital print Sommerset

h 17” x l 38”

2012

02. Baroque to Camo - green

Digital print Sommerset

h 17” x l 38”

2012

03. Baroque to Camo - yellow

Digital print Sommerset

h 17” x l 38”

2012



Since 2012, Rory MacDonald has been the Chair 

of the Craft Division at NSCAD University and is 

currently Associate Professor of Ceramics. He has 

taught and lectured in ceramics at a number of 

institutions in North America since 2000.

Rory is interested in the role of ceramics within 

the practice of craft, design and art concentrating 

on the development of new public audiences and 

spaces for contemporary ceramics. Central to 

his research is the exploration of the concept of 

public craft. MacDonald’s current work explores 

the contradictions of temporality in ceramic art. 

He is developing site-specific firing and new 

techniques for glaze applications to architecture 

and public space. His studio work and small objects 

explores display and surfaces concerned with 

haptic change. He has been exhibited nationally 

and internationally including the True North 

(2014) Northern Clay Center, Go East Canadians 

Create in China, Gardiner Museum (2013). He has 

participated in numerous residencies including at 

the Experimental Sculpture Factory in Jingdezhen, 

China (2008) and Thematic residency-Imaginary 

Places at the Banff center (2007).  Rory received a 

4-year honours diploma from Ontario College of 

Art (1996) and his B.F.A in Ceramics from the Nova 

Scotia College of Art and design (1997) and his M.F.A 

from Alfred University (1999).

04. Baroque to Camo - blue

Digital print Sommerset

h 17” x l 38”

2012
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There are many types of creative residencies but 

the opportunity to land in an unfamiliar studio and 

immerse oneself in a new experience is amongst 

the most valuable. Working in the summer at MICA 

had many important outcomes for me but the ability 

to question technology with many kinds of support 

provided the space to continue to challenge how my 

work and teaching are impacted by digital space. A 

ceramic studio like any other studio is a complicated 

system. I remember the day that my computer 

became one of the most valuable tools in the studio. 

For a brief moment I imagined there was a choice, to 

continue to have a computer in the studio as a tool 

or to try and separate it from the other tools and 

process of ceramics. This was a false question driven 

early on by the harshness of the environment of a 

ceramics studio on computer equipment. I have been 

through more than half a dozen computers since that 

day and although the hardware and software have 

always played a roll in the quality and capacity of the 

digital space, what continues to drive my fascination 

and attention, have always been the questions of 

the impact of digital possibilities on the materials 

and processes of ceramics.  My work to question the 

relationship between public space and private space 

started in large part with the impact of computer 

access in the studio.  

05. untitled

Screen Grab

2012



06 – 09. untitled

Digital print giclee printing, arches

h 17” x l 38”

2014
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The idea of immersion in a series of questions about technology 

with the support of a studio was furthered by the support 

of the other participants in the residency at MICA, many of 

whom I have known through their work or in person but never 

had the opportunity to work with directly. The opportunity to 

question as a group digital applications in teaching and ceramic 

fabrication provided a space to see technology in new ways. 

Many of the questions that drove our talk sessions were both 

personal and reflective. What is often overlooked except for 

those working in and teaching technology is the role of support 

to the success of a program. In the case of our time at MICA 

support came in two important ways; the technical support of 

technicians and others in a focused space and the support of 

new questions towards understanding the impact of technology 

on the field and teaching.

10. untitled

Screen Grab

2013

11. untitled pattern test

h 40” x w 56”

Ceramic decals

2012
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From the outset we were faced with the simplest of 

directives, to come with very few fully formed ideas and 

lots of questions about the role of technology in our 

practice and teaching and create a shared space of a 

residency.

I approached the residency at MICA as the opportunity 

to further a line of questioning about fabrication and 

surface. I often describe ceramics as an art of surface 

and form and in my own work digital fabrication 

provides a challenge to the tangible issues of the 

ceramic materials. Digital fabrication is a collision 

of information, surface and form.  Tied to this are the 

various roots of craft in the 20th century as defined 

through changes in materials, technology and our 

approach to techniques and skills. Working at MICA 

confirmed that the production of contemporary 

complex works exploring digital fabrication by single 

makers will continue to be a challenge without a 

rethinking of some fundamental assumptions.  Digital 

fabrication is about collaboration more so than the 

acquisition of skills towards enhanced space or the 

quality of information. It takes highly trained individuals 

in a number of areas to create the most compelling 

possibilities of this technology. Instead of working in 

isolation the time at MICA was about understanding 

that digital fabrications makes possible a collaborative 

platform for production across media and space in 

a way that makes connections to many historical 

approaches to ceramics.

12. untitled pattern test

h 40” x w 56”

Ceramic decals

2012
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There are limits to human knowledge. Practical limits 

of what individuals can learn in a lifetime. Although we 

rely on experience as we go about our being-in-the-

world, largely we encounter dailiness through positive 

knowledge – a relational awareness of the world. It is 

impractical to believe that one can constructively engage 

every endeavor. The same is true of art. Art articulates 

the intelligibility of the world. The artist acts as agency 

– converting material to meaning. Largely the field has 

hedged itself in with the virtuoso or with direct and 

unmediated material expression. Eventually the need may 

arise for an artist to explore new forms or methods in 

order to further express original experiencing. It stands to 

reason when presented with newer technology an artist 

will attempt to understand the impact on his or her own 

understanding.

It has been nearly a decade since ceramics emerged on 

the artworld stage. As ceramics continues this embrace, 

the field’s emergent avant-garde moves decidedly away 

from accepting unmediated material expression as the 

pinnacle of intelligibility and moves toward a diverse, 

interdisciplinary, and at times technologically driven 

practice. What is the impetus stimulating the divergence 

among ceramics’ nouveau intellectuals at such a 

precipitous moment?

Is the shift toward the digital and technological predicated 

on ego, anxiety, a misconception that innovation necessarily 

leads to innovation, or is it an attempt to understanding 

the way we understand understanding? This curious tension 

seems to foreshadow the “Creative Residency in Ceramics 

and New Technologies” at the Maryland Institute and 

College of Art supported through an Artworks Grant from 

the National Endowment for the Arts; notwithstanding, these 

artists are less enamored with innovation for innovation sake 

and more concerned with articulating original experiencing 

with the most appropriate means available.

Prevailing thought holds that art and technology are 

diametrically opposed. Yet, etymology reveals that 

‘technology’ is derived from the Greek, techne meaning ‘art, 

craft,’ suggesting a far less tempestuous relationship. To 

reconcile technology and art is perhaps beyond the capacity 

of this particular residency; nevertheless, David East, Neil 

Forrest, Rory MacDonald, Jeanne Quinn, and Julie York, the 

artists participating in this “think tank”, push back against 

a theory wherein technology is understood to be merely 

the alternative to handedness. The three week residency 

put cutting edge technology at these artist’s disposal, and 

more importantly, provided access to the greatest of human 

capacity and ingenuity, each other.

THE LIMITS 
OF HUMAN 
KNOWLEDGE
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Technology, literally the tools developed by humans from 

the application of knowledge, unfolds ways to see and 

think about the world not necessarily accessible any other 

way. East’s greatest contribution, second to facilitating 

the convergence of these artists, is weaving together this 

definition of technology while endeavoring to undo the 

presumption that technology is at odds with true artistic 

expression. There is a palpable suspicion surrounding 

ceramics and technological innovation and East did well to 

bring together individuals that are neither hawk nor dove. 

Having already worked with digital fabrication for some time, 

East welcomes technology’s potential, believing that “in the 

end [technology is] another ‘hammer’.” East’s artwork offers 

a subtle critique of the bourgeoisie, through the conflation of 

public and private, highlighting the pervasiveness of cultural 

amnesia, as in the work Cultivated an Opening. Particularly 

interesting is that the integration of technology into our 

cultural identity is in part what gives rise to the subject of 

East’s critique.

Guarded and skeptical of the digital as an intermediary, 

Neil Forrest bemoans the potential loss of intuitiveness 

and immediate experience; making his finished result look 

the least affected by technological engagement. Utilizing 

Studio Max and CNC milling machines to fabricate models of 

Polar Ships afforded Forrest the capacity of decision-making 

based on actual objects, editing with greater speed and 

accuracy than is possible with pen to paper. The byproduct 

of this quick turnaround is that the digital became a means 

for Forrest to learn about fabrication itself, but also the 

potential for technology to express a greater understanding 

of the object—the more we engage with a thing the more we 

get to know it. Understanding something through rigorous 

exploration is itself a concept that springs forth from science, 

which has foretold that truth is a moving target.



Forrest sees himself as a mystic, the voice that can reconcile 

“modern technologies with ideas about modernity.” He 

understands the utilitarian benefits of technology while 

limiting its influence on expression.

Rory MacDonald regularly integrates technology in his 

practice. MacDonald, working on the fringes of traditional 

ceramic practice, has begun the process of disentangling the 

“original” from his artistic endeavor. Does technology provide 

MacDonald the ability to further distance his hand from the 

works and will this erase subjectivity altogether? MacDonald 

seeks out to find what the mind might achieve when 

unburdened from the limitation of the hand. Leveraging 

Rhino to conceive the possibility of the object in digital 

space, MacDonald also uses these programs to generate 

molds to cast clay components ultimately to produce a 

sculpture. The problematic of exploring the potential of 

an actual object in 2-D space, i.e. the computer screen, is 

akin to viewing a map and as any cartographer will attest a 

map is not the territory. This is illustrated when comparing 

the object represented in 2-D space as seen in the image of 

the screen grab with the actual ceramic sculpture, Untitled 

pattern test.
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Repetition has long been central to Jeanne Quinn’s work 

making the move toward the technological make perfect 

sense. Approaching the digital as an extension of her hand 

creates redundancy, though Quinn herself refuses to be 

redundant. While participating in the residency, Quinn 

produced Lace Drawing, an intricate drawing subsequently 

traced over in Rhino, only to retrace it again in her own 

hand. Her goal, to retain a semblance of the hand, renders 

technology impotent. And yet, technology is ennobled 

through its participation in the resulting abstraction, 

compelling her to redo what it has already made flawless. 

Quinn is unwilling to accept her own inadequacies as 

it compares to the proficiency of machines. Capable of 

generating infinite permutations, technology enables her 

intuitive creativity to process possibility beyond its natural 

capacity. Believing this gives her “a great sense of power 

over my drawing,” because she has the ability to alter any 

aspect at any time. This perception of power in lesser hands 

might have manifested itself as an anxiety over one’s own 

intuitive ability.

Julie York’s investigation is anthropological as she remakes 

the past through a digital lens. York refashions the works 

of artists including Lucie Rie, Peter Voulkos, Beatrice Wood, 

Robert Turner, and Shoji Hamada to consider the possibility 

of the present upon the past in a curiously revisionist 

endeavor. These historical figures rejected mechanical 

precision privileging handmade in an attempt to capture 

the essence of humanity. Their works were reflective of 

an age of existential crisis, when industrial perfection was 

beside the philosophical point. York’s process invokes art 

in defiance of human experience that was made palpable 

through unmediated material manipulation. York further 

distances subjectivity from original experiencing by choosing 

not to create works based on her own subjectivity, her own 

experiencing of the world. York severs their consciousness 

from existence, both sanitizing and denying experience while 

emphasizing its inevitable reciprocity. Erasing these artists’ 

intelligibility of the world in effect validates it. York is not 

actually reimagining what these artists would produce if 

this technology was at their disposal, it is what York makes 

because it is in her hands.



In what way do these artists engage technology that contributes 

to an enhanced intelligibility of the world? By neglecting to fully 

experience some tool, one cannot discover what is genuinely 

possible, only an experienced practitioner can know that. David 

East, Neil Forrest, Rory McDonald, Jeanne Quinn, and Julie 

York have not entirely distanced themselves from the view that 

technology is the antithesis of the handmade, but they have 

begun to discover that as long as we represent technology as an 

instrument, the focus will remain on mastery and forever confine 

the limits of understanding.

Adam Welch is Director of Greenwich House Pottery in New York 

City and lecturer at Princeton University.
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M A D E  P O S S I B L E  W I T H  S U P P O R T  F R O M  T H E  N AT I O N A L  E N D O W M E N T  F O R  T H E  A R T S




