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Abstract

This research explores how innovatwishin the fashion and textile art realms engage concepts

of cultural identity and community through craftsmanship.the 19" century, New York City

was a port of entry that served as home for thousands of immigrants, many whom had arrived
with important knowledge and skills in their own native crafi8oday, in the 21stentury, the

role of maker has flattened traditional hierarchies and escaped rigid categories of production
through postisciplinary practices and the innovative application of skitld techniquesin our
increasingly materialist world and in reaction to ethical issues related to-pmeaBsction,
building sustainable systems is cruci&eskilling needs to take place across both digital and
craft practices; and in both, the creatiand production of fashion products.

This project focuses on exploring the intersections between traditional craftsmanship, technology,
cultural identity and creativityThrough a series of interviews of different artists and designers
and studio vigs, this ongoing study explores the ways craftsmanship brings new modes of
thinking and engaging within the New York City community.considers the importance of
collaboration by witnessing how traditional craftsmanship interlaced with technologyenefitb
humanity, society, and the environment, when tools and staimrare exchangedror the first

phase of this research, | have interviewed ten New York based artists, designers, artisans and

students.

This series of case studies allowed for avnenderstanding of making as an active way of
thinking. For a bespoke tailor in Brooklyn, craftsmanship is about perfection, for another it is

about emotion.A knitwear designer may explain that craft is a lifestyle, or an artist from Chelsea
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describestias a kind of thera@y meditative, relaxing and calminglools may be the most

important foundations for a 3D printing designer, while a crocheter in Queens believes that the

most important device is the hand; the physical labor of repetitive weosk.fashion students,
craftsmanship may represent the final frontier

of production.

Contemporary Craftsmanship contributes to new interdisciplinary fields, personalization of
techniques, develops a collediconsciousness and creates new aesthefitarsons, our
students are more than designers producing clothes; they are innovators and thiskays.
technology and learning a craft is vital to the creation of innovative fashion / material
systems. The intent of this project, in the context of education, is to promote the infusion of
creativity and advance concepts that will have ad@ngn impact on the curriculum.



I. Background / Theory

Theinitial idea for this research started from discussgnsounding thelisappearancef certain
Afhekwnowd traditional hand skills artisans in big
Paris. | started noticing a new wave of youfashion designersterested in crafts or a t least
developing new thniques related to materialsl first went to Montreal Canada, smaller
community where the art and design scene had been growiegseand changing the energy of

the city. For two weeks, | interviewgmungand establishedesignerst a | Montreal Modeh

a fashionorganization supported by the citfgshion editors, and the headf the two rost
powerful fashiorschools. A the end of my interviews, | found thitany young designers were
influenced by Denis Gagnon, a somehow establistethdiandesigner all his career push and
experimented with materials and techniques. Almost all the youth interned or worked by his side
at some point at the beginning of their cadercluding me.

After presenting this initial research in Paris at tt&itut Francais de la Modein 2012, | was
interested to search arehln about the NYC community.aBk in NewYork City, | was eager to
researchand start meet young member of the industry there. Waasea cultural renaissance of
dandso nwdork, since 2000the fashion and design industry réta to promote the skills, the
participants instead of all thetamtion on the final products.As an Assistant Professor of
Fashion design and Chair of Externabjects,every year] see multitudes of talents, thig to
innovate with new materials, angistems. Unfortunately,there isoftena lack of a community
based crafts / design associatifer younger generation or resourcdskept mentioning

techniques to my studenisthout any contact or resource to gair the city.

Largely inspired by the English arts and crafts movement and its spiritual leaders John Ruskin

and William Morris, hearts and crafts movemehegan to thrive in America toward the end of

the 19" century’ The 1876 centennial Exposition Philadelphia exposed @mbinedeffort to

improve the quality of Amecian handi crafts and apSnpliciy,d arts. o
honesty and craftsmanship became a major force in American desitnssocial movement

always flourished in @ age ircreasingly dominated by the machineThe historian, Coy L.

Ludwig described New York City as a port of entry that served as home for thousands of

immigrants, many whom had arrived with important knowledge and skills in their own native

1 Ludwig, Coy L. Arts and craft movement in New York State, 18%9%)s. Gallery
Association of New York State: Hamilton, NY, 1983, p.12



crafts.He addedii N e w Statewds selected by the craftsmen for a variety of reagéns i t s
system of railroads, which provided easy access to raw mataniisetwork of distributiof € )

the proximity of NYC offered unique marketing opportunifi¢sudwig. 1983)

Craft as humanity

Learning a skill ismportant part of being humanifiérent types of making connepeople and
transformour environmentMost objects ortechniquesve developgbecomean extension or your
mind, of your physical selflt is the enpowerirg nature of making and human instinct to create
Different authors proposevarious categories of makers: Reflective practitioner, Artst
craftspeople, designeraftspeople, designenaker, applied artists, decorative dgjsand
historicatpastoralmakes. Making is a universal way of thinking, no mattesw you approach
craft as a procestgechniques, idea, aesthetic

The slow perfectiomf skills can be frustrating or challenging, butraordinary skills lies behind

labor, time and effort.By leaning through repetitionexploring new ideas of materialifythe
potentialto discover new directions very high which often lead to innovationdThinking

through makingis often pushed on the side in the education syst€hmarnyexplains,fi Ma n y
peope think that crafts is a matter of executing a form or idea. Making is an active way of
thinking, something which can be carried out with no particular goal in (iéddhis is when

i nnovat i émHe oarctuir Bueredshen niaking is experimentaldaopenended, it
observes rules. Craft always involves parameters, imposed materials, tools, scale, and the
physical b o d (Chamy. 2011fite creatokis problém solving, finding new design

solutions.

Learning through series of actiois the most tangible way of thinking, often seen as more
satisfying. Thinking and seeing an idea cosnéo life in a threelimensionalform is very
fulfilling. By using your physical body, the maker feels that his entire self is conriectlkd
final products’

2 Charny, Daniel, EdThe Power of Making: The Importance of Being Skill¢&A
Publishing and the Crafts Council, 2011.
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Researcher, curator and author Matina Margetts,

role of making is to create new ways of thinking, through engagement with materials, techniques

and ideas. Ultimately, torhd theophurogm inpuse tot h at ma
expl ore and express f or ms of knowl edge and a
experiencing 6an individual sEmme20bl) freedom anc
AiThe reward of ma ki ng i sn ihdividual cgnge of fteedom ang t o e x
control of the worl d. Greeks believed that i n
bodies in to the wor ko. Making i s Moamngd on a ¢

objects with meaning. The rde of making is to give life to thigs, also at a spiritual
| e v(€Harnyd 2011)

The social value of craftsmanship
Craft has been passed down from masters to apprentices for centuries. By sharing expertise, the
body of knowledge remains in motio@ncethe knowledge is achieved, one can experiment with

the idea, movement, and materials.

Michelle Baggerman, a researcher at the Eindhoven Acadsany, iCrafting together in a
workshop, family, or group could help cross thesecalted cultural boundaries.The social
context of craft may offer us an interesting method to reflé@ommunitydriven actions,
movements have the potential to learn to real impactful changes. In a learning envirsontent,
as universitiesnew forms ofinteractions are beingreated, an environment where proximity and
infrastructure encourage collaborati®y. exploringmore processes armdeatingfewer products
or producing unique objectsve will accomplishnew ways of thinking. Perhaps in reaction to
massproduction/ consuption, practitioners, as reflective makers, focus moreesearch than

the past years.

Making relies on an accommodation between the handmade and the digital. We create new
machinery as an extension of our own body.2013, the Museum of Art and Dgsiin New
York City NYcCedVarkteeds 0i showcasing artisans, arti

objects or environments throughevatedcraftsmanship and skill. Curated by its neinector

4 Baggernan, Michelle. Social Fabric. The readership in Strategic Creativity at Design
Academy Eindhoven, 2013.



Glenn Adamsonthe exhibition celebrated hoartist, designersral artisans are now blending

into one role: maker.

Craftsmanship as a ritual

The notion of repetition is fundamihto the meaning of rituals.Rituals are often defined as a

set of actions marked by precisg@eétion and physical controlAccording b Sigmund Freud,

t he fAnoftumadamndntaal t e n tsnmary to pleasure erimapet Only dy)

repetition do a certain ritual action and realities it symbolizes become more enjoyable, hence
efficaciousd” Moreover Freud examines how refitive behaviors and actions are the base of

any ritual practice. He ties an interesting connection between repetitobprais i t i ve af f ect
e X p e r,ithe enotedal tieImportantly, epetitive behaviors also emulate an idea of power.

Craftsmanship in education

Wal t er Gropius in 1901 wurged artists to Atwurn
system of the day.n the early century,ducation believed of advancement of industrytly

application of art. Charnye x p | ai n s ,r Gidogiue and Méacblleagues the crafts were not

something romantic and nostalgie,u t rat her a WaWen they created the ahead. «
Bauhaus, it was to serve the industrfinni Albers, textile artist and printmaker, who was a

student of the Bauhawsshool,t e Iwhen | got therein 1924é} t here was a | ot of
going on. It was a series of ideas rather than a school. Ideas, one could add, which set the agenda

for the twentieth century. Ideas produced some fabulous manifestos, cuaraiirchives. The

school was discussing the' The dchmohwes engingrwitheaa c ont e mp
new kind or artists, craftsman, or designer, at
iS meaning.

Il. Research nethodology
This research consists of interviews and studio sisit different artists and designers in New
York City. Interviews include discussions with master tailors, couture-weskers, knitwear

designers, hat makers andD3printers who create wearable garmenisis study recognizes the

5 Gay, Patrick Volney.Freud on Ritual American Academy of Religious Series:
Scholars Press, 1979.

6 Charny, Daniel, EdThe Power of Making: Thienportance of Being Skilledv&A
Publishing and the Crafts Council, 20p19

7 Ludwig, Coy L. Arts and craft movement in New York State, 18320s. Gallery
Association of New York State: Hamilton, NY, 1983.



importance of collaboration by witnessing how traditional craftsmanship interlaced with
technology in the production and creation of fashion can benefit humanity, society, and the
environment, when tools and savéaire are excharegl. A broader sense of expressive cultural
practices is obtained through meeting a wide range of creative forces in the design community
who are committed to social and cultural transformatidmrough a series of interviews,
wor ks hops anakplofatoksj thid reseatchaimvestigates how resources, environment,
and craftsmanship impact one's discipline, industry, or profgssiomhis case, fashion design
practices.

Interviews were conducted with the help of two research assiskReitsa Alvaez, MA Media
studies, and Laura Peach, MA Fashion Studies. This paper examines the first phasmeé t
study research, where terterviews over a period of five months took place in varisa®ughs

of New York City. Previous to the interviews, raseh was undertakenin various
establishments, and libraries, such as, but not limitedl#® (Museum of Art and Design), the
Ratti Textile center at the Metropolitan Museum of Art, Textile Art Center, American Craft
Museum, Eyebeam, Textilgusly group ® New York City, Brooklyn Museum, and visits in the
Gar ment di st r i daculty meBbens wareacbnsuRegliet Paters sHoward David,

Kathleen Maggio, Pascale Gatzen, Markus Huermer, and Senior technician, Marco Viteri.

This study look at thdnistory of American craftsmanship and the implantation of the fashion
industry New York, and research the key players in different sectors such as embroidery, beading,
lace making, leather work, knitting, new materials, weaving, couture, pleating, rekies,
millinery, fur, textile art, wearable technology, Batik, new materials, &twe participants were
interviewedat the own studios, surrounded thwgir piecesphysicalartifacts and their teamsin

this series of case studighge participantshared their stories, tools, techniques, Wwate also

asked todefine craftsmanship in the 2tentury,discuss the spiritual values, human connection

to their work, @scribe the notio of time and repetition in theproceses tell ushow scale and

spae play a role n your wordnd finally share their ideas on the future of their craft.

During the first phase of the study, we investigated wijtbcialized fashion / textile workers in
small communitie with specific craft knowledge pmpile any academicesearch and readings
that might be relevant to the project and compéetabliography for referencenterviewed key
players in the craft, new techniques and sheir stories, acording datahrough video and

photography.



This research explores homew modes of thinking about and engaging with fashion design
practice in the New York area community. This paper draws on concepts of craftsmanship as
discussed by Richard Sennett and Glen Adamson, and is situated within the discipline of fashion
studies  highlighting how innovators within the fashion and textile art realms engage concepts
of cultural identity and community through fashion design practice with technology and
craftsmanship. In this regard, it is an important contribution to the growieglistiplinary field

of Fashion Studies and design integration. One ofgasis to gain a broader sense of
expressive cultural practices, while meeting a wide range of creative forces in the design
community who are committed to satiand cultural @nsformation and ecognize the
importance of collaboration by witnessing how traditional craftsmanship interlaced with
technology in the production and creation of fashion can benefit humanity, society, and the

environment, when tools and savtaire areexchanged.

The purpose of this researdto create a platform for students to expleagious techniques but

also open them to external collaborations with members of the New York comn@umétyof the
objectives of the research is taptore the makemovement (digital and hand) in NYC and
connect communities of artists and designdrecal and tpbal goals includesatlecting social
innovation practicespromoting collaborative projegtsdeveloping new teaching tooland
eventually create discussioasoundsocial innovation initiativean forms of workshops or /and
panel discussions. The changing curriculum at Parsons focuses on buildiedueation
experiencevhere students interact with extatmritiques and collaboratordn 2015, the school

will be unveiling / launching the Parsons Making Center where students will be experimenting

with a diversity of tools, techniquesiethodologiegnd machinery.

The initiative of making, touching, working together, the feeling of accomplishment is greater,
bringi ng b acdsamimnporeant paat lofithe glesign processésa time when the
education system / approaches is being modified, openstgdio collaboration environment.
This projectaimsto convey angupportinterdisciplinarypractices personalization of techniques

collective consciousnesand &sthetic enrichment

Focusing on New YorlCity as a geographic point of referentids research contributee the
international field and culture of researchhere is b0 much focu®n tecinology at themoment

without thi nki nTheiewgeneratioh modifyingthie ivay avé use technology



to engage, make and desidashion is a unigue area of expertise that needs téuteer

investigated. This research focuses on the creatprocess, implanting this new system into a
classroom environment. Studentsare more than designers, producing clothes; they are
innovators, thinkers.Usingthe digital and physical haras part of the design process is vital to

the creation of innovate systems. The goal is to create a series
exploration, and conversations that will allow the students to discover a great variety of
techniques.This project conveys the importance of bringing people together, developidg han

on approaches to designing with social affairs.

Ill. Case studies: NYC Stories

Rory Duffy

Craft as history

On a foggy afternoon, in Williamsburg, we met with Irish handcraft bespoke tailor, Rory
Duffy. As if he was stepping out of a 19th centuryige movie, the dapper gentleman welcomes
us to his atelier where family photos, awards and rusty tools are gathredtan almost smell

the old Tobacco and hear the straight standing men mingle in their halits.an extensive
training at Savile Rw, the craftsman moved to NYC. Rory talked to us about history, military

influence, and his meticulous techniques that characterize his aesthetic.

Duffy grew up in the Irish countryside, a few hours from Dubl®ne of five siblings, his mom
taught all lis brothers and sisters how to sew and kHi¢r father was a tailor and she learned the

art of making at a young age.

He shared his pearls of wisdom for few hours before showing us some antique pieces from his
greatgrandfatherrRor y Duf f yef Bat icCaba (18§9@Wadan apprentice tailor and
member of the Irish Republican Armfter having his own shop and practigihis craf® when

the readyto-wea market took over in the 196®sis grandfatherretired and had to take on
another job.

After studying furniture design and industrial design, Duffy realized that his interest was about
construction; it was sartorial craftsmanship that truly appealed to him. One day, Duffy found a
tailoring book of his Grandfather, and became so enamored witboritents that he locked

himself in his room. Days later, he emerged with a new {pieee suit. This hand on experience



launched him into garment construction, and captures a strong interest or revelation; he
immediately sought out tailors to apprestignder. Duffy naturally draws inspiration from Irish
military garments. Military uniforms were the ultimate form of tailoring but also the origin of
standardization of clothingNow tailoringbespoke and mass productions sit at the opposite end
of the pectrum. Under Napoleonic wars, British Army uniforms trended towards extravagance
rather than practicalityDuring the Irish war of independence men wore attires cinched at the
wait, showcasing the upper body with panels and vents for movements.

Unlike mo s t students today competing for design in
search for an apprenticeship was a much more elusive endesit@r.few months, he found a

tailor in Dublin who was willing to take him as an apprentiBeing the yougest in the atelier,

next to fortythree years old, he slowly learned the traditional craft of tailoring: how to draft

patterns, under stitch collars, cut a sleeve. When | started, the great masters were afraid to teach

young ones, afraid to lose their dimesses. The family often keeps the families owned

generational businesgesard to enter.

His first apprenticeship was with a third generation bespoke tailor Joseph Martin, a Civilian &
Military Tail or , on l rel anddodswaenatst epadgtai | 6le, t
Foley. Later, he traveled between Galway, to apprentice under Savile Row trained tailor David

Young, and Dublin based Louis Copeland & Sons, under the vigilant guidance of Peter Fletcher,

Master Cutter. Years later, during hissfivisit to Savile row in London, the longtime dream of

meeting Henry Pole was finally materialized/hen he landed in Savile row, many encouraged

Duffy to enrolll in the London Col | @gpehe of Fash
did. Afterhis2yeas tr ai ning, he then gained experience i
I n 20009, he became the first of Henry Pool ebs a]

Duffy continued his parcours and moved to New York to occupy a private workshop at Martin
Greenfi el dos f adomelieknown tailor toB\mericak Prgsidents, Hollywood film
studios, and is the tailor to classic American brand Brooks Brothers, producing their RTW suits.

In 2012, Duffy founded his own company Rory Duffy Handcraft Tailaviging bench made
bespoke suits for both men and women from his Williamsburg Atelier. Most of his clients are
disproportionate; rarely average siz8ustom tailoring, one the oldest traditional clothing craft

requires extraordinary skills. The younggneration of tailors / designers in Brooklyrrasely
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compared to the 5th avenue older generation. When describing the Tailor community in NYC,
Duffy replied It i& not like Savile row, where you sit in a pub and swap stories; they all knew

eachdber.l n NYC, there is not a h®%Ub of tailors, it i

Contrary to the historical belief of Italy being the center for tailoring, Rory Duffy explained:
AFrom my experience, from meeting | tahbidan tailoc

tailors in general, there is not much that sets us approach, other than the oldl wiaiove

think is the differenceThe Savi l e row suit can stand up in tfF
armor, and the Italriianoius domodésofetveni ROHWIuIfHa . Aawut
2014)

Bespoke tailors around the world often have the same suppl&esything evolved with time,
they traded ideas throughout the years, and there are finer lines between the two.

Rory truly beliewest h a 't craftsmanship is about perfection:
know when enough is enough. You have to know when you got to let that one go and move on to

t he next one and do (Dbffg.t201d)r Rory uffyt makkes hiscodts one. 0O
traditionally with minimal machine sewindt usually takes eight hours of hand sewing before
fitting; nine stitches per inch, with high cons
want to do something by hand, you want it to be better tharhime, if it looks cleaner by
machine, do (Duffy2044) machi ne. 0

The notion of repetition and time is primordial to hiswofkl f you want to | earn
have to have patience, and do Much oftenvtioningia nd over ¢
seen as a dying art in society, especially in America. To preserve the craft, one has to learn the

basic skills, and practice, through repetition.

He also added, AWhenever you make everything vy
work. | always want to create the perfect sdit. h av e n 6(Duffy. 20§4) vy et . 0

Now in his Mid3 0 0 s , Duffy is a l|lecturer of Tailoring a
into future generations of master tailors so that the artisanal craft does not fade.
During the interview, he explained how his work has chande®&i nce | started at

always think | can make [my craft] bette©Once you start teaching, you start thinking about

8 Duffy, Rory. Personal Interview. Mard2", 2014
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everything; how you hand t he usdaondtbachtaddyésaneedl| e é
result of everything | have | earned f(Duftym al I my
2014)

Rory Duf f RérsDuffytCeaft aséistaryPersonal Interview. March £22014.

. ~
N
et A

Rory Duffy and Marie GenevievCyr, Williamsburg. Rory Duffy: Craft as historyPersonal
Interview. March 12, 2014
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Nino Carvato

Craft as stories

Having grown up in Italy, Nino Corvato, learned tailoring at the age of thirteea.small atelier

on Madison Ave, close to hisdti end clientele, he welcomed us as his own children, telling
stories and anecdotes of the past, showing us the way to perfect stitching, steaming, pressing, and
cutting. An old school radio on a shelf is playing contemporary Spanish mtsgclove for

custom tailoring and the quest for perfection have always fueled or motivated his aspirations to
create. Religious photos and statues are situated amongst waxed thread, scissors, and
patterns.His love for his craft is contagious.

Growing up in a mods family of eight childreé four boys, four girl8 he did not choose

tailoring, the future for them was to learn a trade in order to survive. His father made it clear to

hi m: 6you go to the taiCloorvasbopli dndt guknowi Bhhy
tailoring. His first job, at seven, was to wash the floor at the tailor shop, the next day he picked

up the basting of the jacket, and then prepared the thread for his maistee young age of

twelve, he started to prepare under collars and patise sleevesAt that moment, he became

eager to discover more about tailoring technigugatning his diploma from the Sarto Tecnica,

at eighteen years, he was the youngest graduate to become a tailor.

When moving to NYC at twenty years old, he stdrto work as a tailor with Brooks Brothers on

the corner of 9th Avenue and 44th streble was very proudWorking in the office, doing

alterations was not for him and he asked to be transfer to the tailoring departtieentanager
answered:anfil ft oyommakw suit s, y 0 uledviagvtte bdawifulwo r k i n
place with air conditioning, he chose to work in the fadohpt, humid, without AC. He became

ambitious and decided to go back to school, then became a full master tailor inHé&s 25

years old.After spending years in the industry, Corvato decided to start his own business.

Corvato expressed a lot of his thoughts on the reward aspect of maldremotionally declared,

AWhat i s more beaut i f ulscratch?dmcreate somethingftora scmatohme t h i n ¢
is a beautiful feeling in your heart and your mind. | have never felt like a fashion designer; | like

to be called a tailorThe tailor does everything to create a garment, for me a designer is someone

who skett t h e® A cdstom .tadored suit requires between fifty and sixty piedgke a

puzzle, the maker cuts, layers, assemble and press the ga@oendito addedi As a t ai |l or , y

9 Corvato, Nino. Personal Interview. May,2014
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never finish to learn; everyday | learn about mysédifter learning he basic techniques, it is
important to use your head, your own brain to your own mind, and see what you can dodetter
(Corvato. 2014)

He discussed the future of tailoring: fan ar
wor | d @onatd.r201d)Recently, there are a lot of young people who want to learn a
trade, because finally they can see the power of bringing life up to this world. Corvator declared:
Al dm rich, and | 6m not tal ki ng allisséventeag ney ,

Corvato still uses his old tooldn his atelier, dozens of precious instruments are lying around

with religious posters tapestrying the wall s.

parallel rulers and a dividerSome are like r@iques; this one is one hundred fifty years old;
nobody makes (GQoivaaot 20Ny mor e. 0

Nino Corvato and Marie Genevieve CyNino Corvato: Craft as storiedPersonal Interview.
May 39 2014

Corvato, 15 years oldNino Corvato: Craft as stoeis Personal Interview. May“B 2014

14
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Nino Corvato: Craft as storie®ersonal Interview. May'% 2014

Annie Larson

Craft as lifestyle

Her craft is her lifestyle. Letting her colorful sweater/outfit speak for her, Annie was quietly
having coffee with a plad smallestudioslocdtaed ine¢haughwickn our ar
neighborhood of Brooklyn, looks over to the dreamy far Manhattan skyBnight colors and

fun patterns are sur r ou nTthd gonigt designer with@a bearcodgoldt hel p
tells us how she became a knitwear designer inspiréebglaily morning bike rideGrowing up

in Minneapolis, after attending art school she one day found the machine, a knit méichiae.

the start of a dream.

Born in Seoul, Annie then grew up in rural Wisconsin. She lived in Minneapolis for sevars)| ye

where she attended the University of Minnesota for apparel deSibe. worked for Target

Corporation and got interested in knitwe&@hen she found a knitting machine in a basement of

an old | adyés house, Inmedial9sh®taught Herself hosv toiusestt ant | o
the journey started with the machine.

Started in Minneapoliyefore movingo New York in 2011ALL Knitwear is a small, vertically

integrated knitwear label. The sleyvowing, idiosyncratic collection of handmade sweagnd

hats is an ongoing study of color and patte@perating on a mae®-order basis, Larson knits

each piece in her studio before shipping to cus:
idea, | can fabricate the idea, | can produce the aelasell it to a person, | can shipped to that

person.| like to be the one that is in control of every aspéct. br i ngs me® peace of

10 Larson, Annie. Personal Interview. Apriltﬁ,]2014
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Larson buys al/|l her cotton yarn in 1tihlaee United
explored bamboa;ashmere, and few other, but cotton is a good stafidaaimfortable, casual

and it comes i(mrsa.201l4Hencyeaticeqioaess sudually starts with testing

pattern ideas and colors combinatior years she studied and explored colankimations,

using contrasting and complementary hues and val8bs.is fascinated with creating vibration

bet ween the colors, often optimistic and bol d.
fabricate everything you need, there is a lot of cateention and time. | can start from an ideas

and fabricat e (Latsoni2014)t he same day. 0

She designs her pattern on computer software, and produces several knitting swatches.

AnTechnol ogy is very ol d, mo s t sksometintes fardgpomma c hi nes
use. | use old software for the patterns, and download the file to the machines with reference
numbers.t doesndét al ways wor ks, it is often probl el
These knitwear machines require a lot of body stréngtTy physical work.

Everyday, she is at the studio, manages her business; works on orders for individuals and stores,
organizes daily production. It is very repetitive. She describes her daily routine as a motivating
way of living.

fil like repetition, | Ike the idea of doing something over and eventually perfect it and find the
mod effecting systems possible. | like the idea that every single piece of knitwear of mine that
exists in the world is something that | made with my own hand and comes fromsitudiy. |

|l i ke t o b(asom204pntr ol . 0

Living a very isolated lifestyle, she uses social medias to connect with people that are or want to
be her customersBy building a strong online community, people can relate to her business and

sheis daily sharing her work, her inspiration, and her intimate life with people

Her discovery and |l ove for Knitwear was acciden
it. | did not expect my life to change towards thtmight happen again, | wato be open to
machines or di ff elLarsoh. 2014) shentells. Her seardt T he gn&rgedic

young designesurreptitiouslypractices karaoke songs and dances when alone in herdstudio

destiny child, turn it up!
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Marie Genevieve Cyr and Annie Larsofnnie Larson: Craft as lifestyldPersonal Interview.
April 11", 2014

Handmade sweater. ALL KnitweaAnnie Larson: Craft as lifestyldersonal Interview. April
11", 2014
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Annie in her atelierAnnie Larson: Craft as lifestyl®ersonal Interview. April 11, 2014

Colorful cotton yarnAnnie Larson: Craft as lifestyl®ersonal Interview. April 1, 2014

Knit patternsamplesAnnie Larson: Craft as lifestyl®ersonal Interview. April1", 2014
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William and Steven Ladd

Crédft as meditation

We found this artist brothatuo working in a beautifully lighted studio in Chelsea, waiting for us
bright on an early and cold FridayAn amalgam of found belts, elastics, beadings, and other
factory leftovers are covering the wall®ne is beading on a loom, the other, assembling parts of

a new installation. Their childhood stories, connections and love for handwork have transformed
their lives into the daily mediatiom Our wor k i kisweny meditative, relaxing and
cami n'g Theé repetitive process involved with their installations, is considered therapeutic: it
can take hundreds and hundreds of hours making these objects.

Collaborating for the past fourteen years, William started with beading and Steven with fashion
design. They begun to make handbags, then became obsessed about creating textile with glass

beads. They describe their coll aboration as a dail
together and our process is always kind of a challenge, because pustaireg each other; we are

trying to make each othef® better, and make the v
iwWe are very interested in material so, expl aine

that are coming to your lifeSometimes, you come across yards yaudis of fabrics or boxes of
beads, or factories that shut down and that unload tons of materials foAg@n artists, being
in NYC, t here i s (Ladd. 2014) €hey have beemadllecting matérials for
years. Their space is packed withelves completely filled with beads, buttons, trimmings, or

elastic bands.

Their creative process usually starts with a discussixperience and memorighen get their
hands involved. Inspiration is often found in childhood memories, through oljetespecially
from the technical aspects of fabricating. The t echni ques and the const |

pushing us forward and driving us to differelimections) s ai d Steven Ladd. Expe
techniques and tools is usually the creativiwedbehind each projectWilliam explained the

origin of the fascination for glass beading: fwe
textile, reminiscent of st ai nladd 2064sTheytreatm t he ct

landsc@e installations, offering a vision between function and fantasy. There is often a

11 Ladd, Steven. Personal Interview. MarcFF,lBO14
12 | add, William. Personal Interview. Marchtﬁ,SQ014
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performativity aspect to the presentation of their work, some pieces transition from a tower

formation into a landscape, playing with scale and space.

Besides being crownegrom king in 1996, the most exciting moment for William Ladd was
having a piece at Le LouvréAn ot her maj or moment for the Laddoés
with Christian Lacroix in Paris at the beginnir

di ng to make shoeso, confessed Steven Ladd.

Beading sculptureWilliam and Steven Ladd: Craft as meditatid®ersonal Interview. March
19", 2014

Mural installation William and Steven Ladd: Craft as meditati®ersonal Interview. March 19
2014
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Belt leftovers from a Booklyn FactoryWilliam and Steven Ladd: Craft as meditati®ersonal
Interview. March 19, 2014

BeadingexperimentsWilliam and Steven Ladd: Crafis meditationPersonal Interview. March
19", 2014
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Beading on the loomWilliam and Steven Ladd: Craft as meditati®tersonal Interview. March
19", 2014

Francis Bitonti

Craft as process

Like walking into a Corbusier house, filled with 3D delicate objects, Francis Bitonti welcomed
the team with black coffeeThe minimal, headphone heavy space is filled of MacBosk
Makerbot 3d printers are making their way back and fowtaiting for us, Franc black hair,
black V-neck shirt, shiny black shoes with a glistening séile cracking jokes.He discusses

the technical evolution of 3D printing, and how it becamauhisate playground.

Francis Bitonti first got involved with 3D printing, doing a bicycle rack for the department of
transportation in NYC. AAs an architect I was attracted to
forms, but the problem was producing my wolkk coul dno't physically make
hands. Then | discovered this 3D car parts factory; they were producing 3d prototypes for
automobile. | started to work with them. oo The e
now the average cost ttie machine, a few thousands of dollars could also print the same bike

rack for one hundred dollars.

ACraftsmanship and technology are very intir
are. Technology is who we atlealways say technology is like hunity: you make tools
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to be able to make things we cannot ttds like the story of our weaknesses, the story of

everything we want to be. ThetYe is no better

Whil e describing his pr oces sallsBRitstwihmnothing,sandap pr oac |
then sets up games with geometries, looking at patterns and beh#@@oaftsmanship is a very

abstract concept for me. To set up a problem is my &wfplaying with systems, | create games

and rules in order to bldings o me t hi n g ifBatdnti. 20%4)Hés olisession Wwith patterns

comes from his architecture background. He later became interested with the human body from

working with Vito Acconci. Known as a designer, landscape architect, and a performance artist,
Acconci 6s fascination for the bbdbdbdyspamte Bewvaapsce
him. The body was always a conversation and there was a huge fashion INMaen | left, |

always had the idea of fashion in my mind and startedltaborate with people in the fashion

industry Kat i e Gall agher was (Btone2044) t hem, 0 tell s Bitoc

For his notable Dita Von Teese 3D printed dress collaboration in Btb8ti created a spiral
movement around the body, the same way gaimlydabri® 3D draping. The material was very
lightd the entire dress weighted less than 11 pounds. Equivalent to the sketching process, printing

the product doesndt always cost a | ot, compare t

Throughout the gars, the evolution of materials in 3D printing has been remarkable, from using
powder , pl asti c, and paper, to metal s. Al 6m not
work starts with codes, tooldMaterial become secondary; my work is not matesjacific as a

result of that bumore about codifying langua)e e x p | a i(Bitentl. 20B4) t on t |

The notion of time involved in the work is similar to traditional craftsmansHipl i me i s
something | battle a lotMy average prototype takes in averagght hours.We are not using

i ndust r i dBitontp 2Ol Tthes pracesd of making his first 3D printed dress was very
extensive.iThe design process for the Dita Von Teese
never met my collaboratoWe wod d speak through séWeerrehaed a
about 3000 chain mails, all unique for the dre3fiere was so much data to manage and

check. There were millions of points, polygons, and we had to calculate the distance between

each and check farrors. There was too much geometry to check by hatddving 200 unique

piecesisavermar d thing to have The whole dreskwas ffriBtedtinont i . 2

13 Bitonti, Francis. Persah Interview. April 18" 2014

23



three days, the production of assembling it was nine days, and the design process was fe

months.

Now a teacher at Pratt I nstitute in Brooklyn,
point of view, it is hard for school to introduce 3D printing in their curriculdtncompletely

changes the way of thinking, the process of makirgy anc r eat i ng, (€) 3D printi
changing the way we design. o fAln the design pr oc
(Bitonti. 2014)

In order to share his techniques and knowledge, he created a series of travelling workshops
around theworld, New Skins workshops. Travelling from San Francisco to London and lasting
two weeks, it allows students to discover the relationship between 3D printing in relation to the
body.

What is the future of 3D pr iisndnmakedgextietfadcan? | aske
recreate textile, it wi || change (Btdnte 20Mpr | d of
Many designe® not only Bitonti but also Bradley Rothenburg, known for his collaborations

with ThreeAsFoud are trying to repragce the structure of textile, knit, woven, stretch.

Marie Genevieve Cyr and Francis Bitorftrancis Bitonti: Craft as proces®ersonalnterview.
April 18", 2014

24



PrototypesFrancis Bitonti: Craft as proces®ersonal Interview. April 18 2014

3D printed garmen€rancis Bitonti: Craf as processPersonal Interview. April 18 2014
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Andrew Livingston, Knickerbocker Manufacturing Co.

Craft as heritage

Beating industrial wasteland, bean and pack, at the frontier of Bushwick and Queens, the young
entrepreneurs founded this incrediblesimess. The space is like entering a social club, a secret
community, and a perfect effours party spot. A young tattooed crew makes things, hang out,
and skates.The bright young ce@wner, Andrew Livingston, shares the story of the factory, his
love for clothing and timeless design from a very young abés dad was a pro surfer in
California, with a punkock style, skater mentality/lifestyle, definitely a great inspiration for
Andrew. Building the concept on quality, the-fomnder chatted about aftsmanship and
dedication of small local production.

The objective of the new young factory is to st
new brand in our world, you need to be sustainabl@ u s houl d reach the point
want to gow a huge distribution channel. How to scale up but keep our vibe has always been our
priofity.o

Surrounded by the sound of machinery: clicking press, blocking station, chain stitch machines,
Andrew Livingston gave afthegracessis iandmade hefharet or vy : i e
is an eye on the product the whol e(Liwngsyon.t hr ough;

2014) Craft smanship requires the higheEkidngstorki nd of

beli eves t haarstofbe & master ktearsythitige ® sy | i ke knowing the p
down. You need to learn the rules before breaking thdinat to me is implementing change,

[craft smen] are | eaders. o I n this idodafstri al d
sweat . He expl ains, AfMastering a craft i s a de:c

wo r Kivigston. 2014)

For Livingston teaching about the process generates more appreciation for quaity.u want t o
make something to be proud ¢ ot her wi se, (kvngstod 2014) h dlowpoi nt ?0
developing a new line, they aim to open their own retail store in NAf&art from selling online

it is crucial for the company to share the tactiperience.While working on different projects

with other artisans, they keep the essence of he

better than everybody(Lengstor.8014)s Li vingstonds mant

14 | jvingston, Andrew. Personal Interview. Jund'13014
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Andrew Livingston and Marie Genevieve Cyndrew Livingston: Craft as heritag®ersonal
Interview. June 13 2014

Studia Andrew Livingston: Craft as heritagBersonal Interview. Juri", 2014
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