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Art2Make is an exhibition catalog that brings together a collection of 3-D artworks from fifteen media art-
ists and an essay article that reviews the work inside. Unlike most catalogs, the pages contain the code for the 
object and the viewer can use the file on any 3-D printer and collect the pieces. It follows the experimental 
format of both the previous projects:  Scan2Go and AR2View, which were distributed at CAA Conferences. 
Both publications include features designed to provide additional information to each page by using the text 
and image to function as interactive interfaces for mobile media hardware.
 

My thanks and much appreciation must go Meredith Hoy for her generous commitment to this project. 
Artists creating  3-D printed artworks are at the edge of emerging digital media and as such rely on the 
articles like Meredith’s to help their work be seen and understood.

The Services to Artists Committee of the College Art Association sponsored the Art2Make exhibition cata-
log. Working together with Gail Rubini and Mat Rappaport, members of the media artist collective, v1b3, CAA 
has created a new space and method to exhibit and experience media based visual artworks. Special thanks to 
Chris Manzione for also helping with the project. 

Conrad Gleber
Professor 
Director, Digital Arts & Media Design
La Salle University
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Activating Space: Augmented Reality and Postmodernism
Meredith Hoy
Asst. Professor of Contemporary Art
University of Massachusetts, Boston
meredith.hoy@umb.edu

In 1984, Frederic Jameson famously wrote of postmodern architecture in his analysis of the Bonaventure Hotel. 
The postmodern hotel, he argues, “aspires to be a total space, a complete world, a kind of miniature city; to this 
new total space, meanwhile, corresponds a new collective practice, a new mode in which individuals move and 
congregate.”1  Writing before the age of ubiquitous computing, Jameson imagined the social world of this new 
postmodern space as a kind of “hypercrowd,” in which people operate as if in an extension of the urban 
environment, a double of the surrounding city.  2Likewise, the conception for the exhibition AR2View proposes 
the space of the Hilton Hotel in New York City as a place of congregation, of movement and encounters. The 
exhibition coheres around the idea of the hotel as “a system of generic meeting spaces and temporarily social
and personal places,” and asks artists to respond, using Augmented Reality interfaces, to the particular site, both 
as an architectural and as a social construction.3

Augmented Reality, briefly, can be defined as a technology that deploys electronic systems within the physical 
world in order to affect or mediate the experience of that world. The “augmentation” of reality is performed by 
overlaying computationally generated information, whether graphic, sonic, or textual, onto the physical world, 
often using the interface of a mobile personal computing device, such as a tablet or cellphone. Users survey a 
scene before them using the camera view of an enabled device, which responds to geolocative triggers, such as 
GPS coordinates, generating a virtually modeled “object” that hovers in the foreground of the screen. 
The theme of AR2View calls into question the paradigm, proposed by Jameson, of the postmodern architectural 
and social space configured by the Bonaventure Hotel. The projects in this exhibition prompt the question of 
how postmodern spaces can be renegotiated under contemporary technological conditions, specifically the 
imposition of virtual objects in real spaces, viewed through a screen of an enabled mobile device. The exhibition 
reveals the extent to which the intervention of a technology such as AR alters the way space is navigated, the 
way people in space interact with one another, and the way the virtual augmentations can work against 
disorientation and disengagement. The projects contained within the exhibition explore how AR technology am-
plifies or disrupts the postmodern situation described, but not endorsed, by Jameson. In what follows, 
Augmented Reality will be brought into dialog with the paradigm of the postmodern, and its social and political 
potential will be shown to contrast with the apolitical stance of the postmodern.

The Bonaventure Hotel, according to Jameson, performs as an extension of urban space. In Jameson’s distinction 
between Modernist and Postmodernist architectural constructions, the Modernist building becomes a monument 
to utopia, a structure that sets apart the activities within the building from those taking place in the 
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surrounding urban environment. The postmodern building, by contrast, refuses to demarcate itself from its 
surroundings, instead integrating itself into the rhythms and passages of the city that envelops it. For Jameson, 
LeCorbusier’s modernist construction “radically separates the new Utopian space of the modern from the 
degraded and fallen city fabric which it thereby explicitly repudiates.”4  “The [exemplarily postmodern] Bonaven-
ture, however, is content to ‘let the fallen city fabric continue to be in its being’ (to parody Heidegger).”5  Where-
as complete virtual environments set themselves apart from an existing environment, AR elements superimpose 
themselves on a real spatial fabric, bringing to light unthought or unspoken dimensions of that space. Augmented 
Reality projects, then, resist a Modernist utopia, a territory set apart from the social and political complexity of 
the world, instead integrating themselves within an existing environment in a way that forces the user to consid-
er what a given space represents, how it is normatively used, and how it might be “detourned” or repurposed to 
pursue specific goals. AR projects do not support the disengagement of the postmodern, but they operate within 
an idiom of extension and amplification, as does postmodern architecture, rather than supporting the exclusion 
and separation of Modernist architecture or virtual reality.  

Whereas the location of the annual CAA conference might provoke a sense of disorientation, the conference 
itself can be seen to mirror the paradigm of the polis passed down from Plato. In an age of digital communication, 
the conference sustains an older model of collaborative communication. Calls, proposals, organizations of panels, 
meetings, and exhibitions, are all conducted in electronic space, but toward an ultimate end of face-to-face meet-
ing and dialog. The postmodern city, in contrast, is a politically disengaged space of accidental, fleeting encounters, 
run-ins with passers-by, shop windows, traffic; it is not a space of prolonged collaboration or dialog. The confer-
ence revives an ancient model of a political and social democratic utopia, and in this sense conflicts with the 
fragmented, decentralized experience of postmodern space. Modernist structures, in Jameson’s account, attempt 
to build a coherent, rationalized spatial experience, an experience engineered and directed by, for example, the 
grand entrance. Modernist buildings encourage the formation of social groups through the creation of common 
spaces, even creating a sense of commonality in individual living spaces by reproducing architectural features 
uniformly between dwellings. Unlike the Modernist habitation, the Bonaventure has no clearly demarcated entry-
ways or porticos, creating an unresolved, labyrinthine system that promotes disorientation, destabilization, and 
more aimless movement through the hotel’s interior. 

Rachel Clarke actuates this disoriented mode of perambulation and interaction in her project “Nowhere.” Her 
vision of the hotel conference space reveals the disconnection and potential alienation of the site, showing how 
the architecture itself works contrary to the utopian mode of collaboration and face-to-face interaction ideally 
catalyzed within the social world of the conference. The postmodern space of the hotel creates friction in this 
ideal social model, confronting the viewer with a dazzling labyrinthine “hyper-space, where one is required to 
walk through seemingly endless long wide corridors, go up and down in brightly-lit glass elevators and escalators, 
and through tunnels and by-passes to yet more rooms and halls of connected activities and events.”6  The confer-
ence space mimics the simultaneous sense of connection and fragmentation evoked by the network, its tunnels 
and by-passes leading to nodes of intersection and interaction, interspersed with stretches of anonymity and 
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The question remains, then, how the imposition of AR artifacts within the space of the hotel will affect the 
social and architectural experience of that particular location. AR technology, first of all, will necessarily pro-
voke alterations in the spatial experience of a particular location through its supplementary function. Whereas 
in Virtual Reality environments, “a virtual world replaces the real world, in Augmented Reality a virtual world 
supplements the real world with additional information.”7  Virtual worlds, similarly to Modernist architecture as 
described by Jameson, repudiate real space, configuring a complete, computationally rendered environment that 
can supplant an existing location. Just as postmodern architecture provides an extension of urban space rather 
than a separate spatial and social zone, AR artifacts do not demarcate a virtual realm from a real-spatial realm.  
They do not insist upon transporting the user into another dimension of experience separate from the fabric 
of everyday life and everyday space. Instead, Augmented Reality overlays virtual objects on real ones, heightening 
the user’s awareness of particular aspects of that space. 

For example, John Craig Freeman’s “Orators, Rostrums, and Propaganda Stands” “re-imagine[s] the museum 
plaza in the function of the public square” by making visible black and white animations of various contempo-
rary public uprisings, from the Arab Spring to Occupy Wall Street.8  The anonymous social space of the hotel, 
transformed into a space of dialog during the conference, is further shifted into a space of active rebellion and 
resistance by the project. Smooth glass escalators and elegant foyers, locations of brief encounters and conver-
sation, will be disrupted by political action. Like Freeman’s other projects, such as “Water Wars,” which superim-
poses makeshift shantytowns on elegant city streets, warning of the possibility of environmental refugee camps 
as water is increasingly privatized by major corporations, “Orators, Rostrums, and Propaganda Stands” works 
against complacency, mobilizing virtual objects towards an active and critical re-evaluation of spaces that might 
seem reassuringly stable or monolithic. Urban space, or the interior architecture of the hotel, is transformed 
in AR into a site of political upheaval, accentuating the user’s awareness that no space is neutral and that every 
space contains the possibility for confrontation and dialog.

As in the case of “Orators, Rostrums, and Propaganda Stands,” Augmented Reality not only operates through 
defamiliarization and a heightening of socio-political awareness, but through a strategy of narrativizing otherwise 
“mute” spaces. Whereas the postmodernist building as described by Jameson might be said to resist narrative 
through strategies of indirection and fragmentation, the augmented environment explicitly orients itself to the 
formation of narratives. This formation of narrative might be thought to be a modernist or utopian strategy, one 
that shores up the instabilities of postmodernist spatial wanderings. Narrative, in other words, might be thought 
to imply an arc, with exposition, climax, and denouement, a neat package that rejects loose ends, inscrutability, 
or absurdity. Often, however, augmented environments function more as provocations toward possible narra-
tives, rather than as presentations of definitive storylines. They allow the user to generate the narrative, through 
the imposition of graphical or textual elements on an existing spatial configuration. Freeman’s projects create 
specifically political narratives, prompting users of equipped mobile devices to re-envision particular sites under 
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apocalyptic conditions, while other projects, such as Pat Badani and Desiree Agngarayngay’s “Power Potential,” 
cause users to deliberate and narrativize spatial navigation.

AR elements complement and extend the space upon which they intervene, instead of replacing it, as in the case 
of the modernist structure or the virtual reality environment. In a 2011 manifesto for AR Art, the collective 
ManifestAR echoes this resistance to modernist utopian replacement or separation, proclaiming that “AR is 
not an Avant-Garde Martial Plan of Displacement, it is an Additive Access Movement the Layers and Relates 
and Merges. It embraces all Modalities. Against the Spectacle, the Realized Augmented Culture introduces Total 
Participation.”9  Against the modernist avant-garde, which ultimately displaces art from everyday life, AR art layers 
virtual objects against the real to merge art and life at both a technological and theoretical level. Technologically, 
objects are superimposed upon the environment via the computing device. Theoretically, the elements provoke 
thought, action, or the formation of narratives in the interpretation of a given spatial configuration.

In “Psychasthenia Studio,” for example, Joyce Rudinsky and Victoria Szabo create a piece combining text and AR 
elements that explores the process of testing for psychological disorders. They seek to show how “modern life 
contributes to the maladies it otherwise purports to cure.”10  In one scenario, the user approaches an elevator. 
As the doors open, s/he confronts a man standing with his palms against the walls of the elevator, sweat beading 
his brow. A set of multiple-choice questions asks the user to respond in one of a variety of manners, ranging from 
empathy to disgust. The user’s own “pathology” will be diagnosed from his or her response. This piece reveals a 
complex nexus of psychological states, from the anxieties of the man in the elevator to the user’s own, potential-
ly pathological, treatment of him. The particularities of the environment act as the trigger to this social situation, 
configuring the precise set of circumstances that lead to the man’s own internal experience and the technologi-
cally mediated interaction between him and the user or “player” of the Augmented Reality game.

Augmented environments like this one work to illustrate the complexity of a given spatial texture. Projects like 
“Psychasthenia Studio” operate through the strategy of defamiliarizing places that have become unremarkable 
through repetition and habit. The elevator, for example, is a utilitarian space often hidden from view in a central 
shaft of a building. It is a vehicle for transition. But, this project also reveals it as a site of psychological pressure—
not simply as an invisible or unremarkable aid to movement between floors but as a zone of unspeakable anxiety: 
of claustrophobia, fear of heights or of falling, of social discomfort. Space is not, here, merely a physical envelope, 
but a producer of psychological states and social interactions. As Lefebvre has claimed, space mutually shapes and 
is shaped by social practice; space must be understood in active, practical terms. 

AR technology encourages a praxis-based approach to spatial knowledge. Its incorporation of mobile comput-
ing means that the body is activated in a process of movement and spatial exploration. This can take place in an 
eminently literal sense, as users move through space, using their enabled mobile device to scan a given location 
for the presence of AR objects. Or, it can take place notionally, as in the case of Pat Badani and Desiree Agnga-
rayngay’s “Power Potential,” in which the image of a chandelier in the New York Hilton triggers a 54-second video 



taking the viewer on a voyage through 46 floors in the hotel. In this video, unlike in other AR works such as 
Freeman’s, which require the user to navigate space, mobile device in hand, scanning his or her surroundings 
as AR objects loom into view on the screen, the experience of spatial travel is suggested rather than actuated 
through physical movement. Yet watching the video precipitates the sense of spatial and temporal rupture cata-
lyzed by postmodern architecture. The video centers on the figure of the “luxury chandelier,” both as a catalyst 
of “mood and atmosphere” and as an indicator of electrical consumption.11  As each chandelier flashes into view, 
accompanied by the dinging of an elevator bell, the viewer is taken on a journey, but without being given a distinct 
sense of orientation. There is no kinesthetic or proprioceptive sensation of movement up or down, nor numeric 
indices of the levels through which the elevator passes. Only the bell and the flashing of chandelier lights reveal 
spatial and temporal passage. What might seem to be a disembodying visuality instead calls attention to the body, 
the physical memory of how it feels to travel vertically in an enclosed box and to emerge on a new level with 
new visual features.

The notion that AR technology activates an embodied, social, and practice-based spatiality is not immediately 
obvious. Given that a primary feature of AR-enabled devices is that they are often operated by an individual user, 
one might think that it is a technology that isolates and distances the user from social activity. The interaction 
with AR artifacts is frequently a personal experience, creating a particular locution of an AR “event” for a single 
user of a personal device. Moments of social interaction can unfold within this context, as artifacts come into 
view on the screens of computing device wielded by individual users. But this coming to light requires action on 
the part of only a single agent, enabling a spatial engagement and a development of a personal narrative about 
the site that can be experienced individually and then shared between users. Unlike spatial phenomena such as 
“Happenings” in the 1960s or “Flash Mobs” in the 2000s, which relied heavily on the formation of participatory 
groups, the mode of interactivity in AR supports an individuated experience of the physical world, augmented 
by the interposition of computationally modeled objects that appear when viewed through an enabled personal 
device. This does not mean that social practice is not invoked by AR environments, but that sociality must be 
investigated through the lens of the personal mobile computing device. The interaction between, in the terminol-
ogy of ManifestAR, the “networked virtual” and the “physical real” is mobilized in order to “overlay, then over-
whelm closed Social Systems lodged in Physical Hierarchies.”12  AR objects interrupt the visual landscape in order 
to provoke thought and action.

The phenomenon of “total participation,” the mode of awareness and action brought into being through the 
intervention of AR elements on the existing landscape, requires an acknowledgment of contemporary spatial and 
social experience as ubiquitously mediated by mobile technologies.12  Participation is, in these cases, manifested 
through the action of placing virtual elements within the field of real space, provoking thought, discourse, and 
potential social or political action. In a technologized world, social participation does not develop solely through 
immediate channels, such as pure face-to-face interaction, but is filtered and extended by the augmentations 
made possible by computing instruments. The augmentation of real space catalyzes social discourse; the partial 
imposition of the virtual carries significant effects in physical, social sites.
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A critical reflection on AR projects might suggest that the technology itself renders objects that sit awkwardly 
within their real spatial context. The virtualization, in AR, is incomplete, and the augmentation is clearly overlay-
ing real space rather than blending with it. But in a sense, it is precisely this lack of integration that subtends the 
political possibilities of the work. In the words of ManifestAR, “Augmented Reality is a new Form of Art, but it is 
Anti-Art. It is Primitive, which amplifies its Viral Potency.”12  Instead of lulling users into a seamless virtualization, 
numbing them to the mediated quality of technological intervention, AR elements reveal themselves as contin-
gent and unstable.  Without the mobile screen, they are invisible, their potentiality unrealized. When seen through 
a mobile device, they judder into existence, looming into view, rupturing the interior or exterior landscape. AR 
elements disrupt. This is their viral potency. They are potentially anywhere and everywhere, reminding the user 
that every space contains a subtext, for example the consumption of electrical energy underlying the dazzling dis-
play of chandeliers in “Power Potential,” or the notion that any space can become a platform for social uprising, 
in “Orators, Rostrums, and Propaganda Stands.” Even projects that do not speak a directly political language, such 
as “Nowhere,” which foregrounds alienation over social action, launch a critique of disengagement and aimless-
ness, advocating for an act of re-orientation on the part of the viewer.

The AR projects described here work against the disoriented, fragmented, and disengaged space of postmodern 
architecture. In certain cases, they amplify the dizzying overstimulation instigated by postmodern space, and in 
other cases, they use private experience—the view of objects on a mobile device—to foster social activism. In 
both cases, these projects critique postmodern space as a politically disengaged zone of frenzied, disoriented 
movement and vertiginous experience. Augmented Reality technology can be used to describe the alienation felt 
within the kaleidoscopic, stimuli-laden contemporary condition, or it can be alternatively mobilized to combat 
political and social disaggregation and non-participation. The personal computing device, which has been criticized 
as a tool that produces social alienation and distantiation from real social and spatial contact, becomes a catalyst 
for awareness or activism. Ultimately, AR enables political critique and action, mobilizing computing technology to 
move beyond the disengaged, fragmented and apolitical stance of the postmodern.
______________________________
1Jameson, Frederic. Postmodernism: Or, the Cultural Logic of Late Capitalism. Durham; Duke University Press, 1991, 40
2Jameson 40
3“Call for Participation: AR* to View.” http://blogs.colum.edu/interarts-cbpa/2012/10/09/call-for-participation-ar-to-view/. Accessed January 13, 2013
4Jameson 41
5Jameson 41
6Clarke, Rachel. Project Proposal for “Nowhere”
7Feiner, Steven, MacIntyre, Blair, Höllerer, Tobias, Webster, Anthony. “A Touring Machine: Prototyping 3D Mobile Augmented Reality Systems for Exploring the 
Urban Environment.” Personal Technologies, Vol. 1, Issue 4, 1997, pp. 208-21, 208
8Freeman, John Craig. Project Proposal for “Orators, Rostrums, and Propaganda Stands.” http://www.nikolajkunsthal.dk/en/kunst/john-craig-freeman-orators-
rostrums-and-propadanga-stands. Accessed January 13, 2013
9ManifestAR. “The AR Art Manifesto.” http://www.manifestar.info/. Accessed January 13, 2013
10Rudinsky, Joyce, Szabo, Victoria. Project Proposal for “Psychasthenia Studio”
11Badani, Pat, Agngarayngay, Desiree. Project Proposal for “Power Potential”
12ManifestAR. “The AR Art Manifesto”
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Jonathon Anderson + Ming Tang
Computational Shell

www.jonathonanderson.com
 www.ming3d.com

this project combines the notion of “mathematic” with the notion of 

“morphology”. for us computational shell represents a process that is 

experimental in nature anD explores volumes, surfaces, anD vertices that 

are far to complex to generate using traDitional methoDs. in this project 

a series of computer moDels were manipulateD anD DeformeD by a series 

of operations anD booleans. this Digital moDel represents the beauty in 

rhythm, strict proportions, movement, anD repetition founD in seashells. 
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Tom Burtonwood
a tower of AIC Lions

tburtonwood@gmail.com

3D printing is at it’s best as a connective technology - anD this piece is 

intenDeD to Demonstrate that in a variety of ways.
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Suk Kyoung Choi
Les Cartes: (I make (therefore) I am), 2013

http://skchoi.org
choisukc@sfu.ca

“les cartes” is a user printeD sleeve for artist business carDs. the surface 

moDeling contains the Data of an auDio spectral analysis of the phrases 

“i am” anD “i make”. the reference of course is to Descartes “i think 

therefore i am” recontextualizeD into the age of DistributeD originality 

as “i am (therefore) i make.”

starting from the iDea of visualizing the invisible, one may imagine also 

the inherent moDulation of that original by its successive regeneration, 

a proceDure whereby ‘scanning’ the carD (holDer) to extract it’s voice 

results only in Distant echoes of the presence of any ‘original’. scan, 

convert, print, anD repeat, leaDing to emergent forms of concrete poetry 

where new sounDs, new objects, new meanings, arise from the reproDuc-

tion of the ghost in the machine. you are that ghost; have carD, will 

travel.
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Chad Eby
Cylinder #5 from the containment studies series

chad@kth.se

these form stuDies emboDy tensions between seeD geometry within a regular griD 

anD the influence of the “natural force” of subDivision surface smoothing.  anD 

yet, the ghost of Descartes is a persistent one…Despite the uncanny mesentreric 

folDs, eviDence of the griD is everywhere…

3D printing pushes these Digital forms into corporeal reality, across that 

other cartesian bounDary, in a process that seems harD to name: “realization,” 

“objectification,” “reification” are all freighteD anD creaky with other concepts. 

whatever we call it, i feel what is most significant about Digital fabrica-

tion technologies, particularly these early ones with their cruDe nature anD 

iDiosyncratic artifacts, is that they allow us to see how the Digital is funDamen-

tally Different than the physical, how the moDel (always previously a purposeful 

abstraction) can swell to be richer anD Deeper than the thing it purports to 

represent—how the map can cover the territory.  
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i wanteD to focus on the relationships that come with the use of a 

3D-printer so this was a more focuseD technical concept anD a play 

on what soon may be possible through technology (the title affirming 

that). i examineD this linear process anD mirroreD it in the subject: man’s 

Death anD his transition back into nature. consciously focusing on 

the mass of the .obj files rather than the scene, i wanteD to maintain a 

stark environment in the art; this in turn will keep focus on the physical 

representation.
Mattie Hilock
Black Diamonds

www.matthewhillock.com
mattie.d.hillock@gmail.com
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Krista Hoefle
Kryzzik

kristahoefle.com
krista.hoef@gmail.com

i’m builDing or using 3D Digital moDels anD outputting them fluiDly be-

tween the two methoDs. usually the origami is larger scale, print smaller 

scale. i’m working on a print of a wow character (which is usually 

origami)
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Holly Holmes
Baubles

hollyholmesb@gmail.com

Digital fabrication anD 3D printing extenDs the capability of traDitional 

art making. it is a force multiplier combining the ability to make impossible 

forms variable anD in series at the touch of a button. like cells we can 

make one or many thousanD. 
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Jim Jeffers
How To Fold A Bunny (two ways)

www.Fantabiography.com 
Logein@gmail.com

     i kinD of like the failures inherent in the technology.
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Michael Kozien
Slow Burn: Mud Pies

www.michaelkozien.com
michaelkozien@gmail.com

slow burn: muD pies investigates the act of play anD the value/De-value 

of the ‘maDe’ object. as an abstract form createD as an avatar from fooD 

anD Delight, the muD pie is DignifieD as an object of imagination, impor-

tance anD reverence. placeD on Display as a sculpture, the object exceeDs 

the transitory nature of muD anD becomes a permanent object.
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Paul Lorenz 
Information Study #8

paul.j.lorenz@gmail.com

this work is an investigation into the cartography of synthetic space. 

rationally baseD principles of mapping are typically applieD to extant 

forms to proDuce reDuctive representations. here, these same principles 

are useD generatively to create an emergent form. this generative system 

imparts the work with a nebulous sense of a type of place, without repre-

senting any real place. it is this fecunD vagueness that attracts me to the 

moDeling of a simulation.

by highlighting the emptiness anD the absence of inhabitation in informa-

tion stuDy #8, i attempt to qualify the limitations of abstract computer 

simulations. i believe that this kinD of emptiness can occur whenever any 

type of experience is simulateD through generative use of generalizeD al-

gorithmic rules. this Digital practice Denies the complexities of real-places, 

insteaD simulating anD exhibiting only those aspects of reality for which 

rules can be numerically DeDuceD.
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Ana Marva Fernández
Az(tech)Warrior

http://anamarva.com 
info@anamarva.com

jaguar warriors were elite members of the pre-colombian aztec military. 

accorDing to wikipeDia, aztec beliefs suggest jaguars representeD the 

goD of the night sky. when warriors fought in their skins, they woulD 

be given strength During battle. jaguar warriors preferreD capturing 

enemies, believing killing to be sloppy.

this contemporary chilD clotheD in a jaguar costume points to the 

transformation of the warrior mentality. mexican criminal organiza-

tions recruit very young warriors toDay, promising fraternity anD mysti-

cal favor, for the sake of protecting illicit narcotic markets. 
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Alex Myers
RAWERTUNES10.EXE (3DUDE REMIX)

http://
alex.myers@bellevue.edu
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Christian Oiticica and Nina Palomba
PoiLomba Ticica

http://www.behance.net/Christianoiticica 
http://ninapalomba.com/

Christianoiticica@yahoo.com

our take away exhibition will consist of an eDition of 10 iDentical 3.5” 

3D prints. the eDitions are a small collaborative toy createD by christian 

oiticica anD nina palomba, inspireD by the art game exquisite corpse. each 

of us alternateD taking turns to aDD shapes to a form in a 3D moDeling 

program until we createD a final proDuct, which in this case turneD out 

to be a small cat eareD toy. the eDition will be DisplayeD lineD up next to 

each other in a small army. the auDience shoulD be encourageD to pick 

up anD holD the eDitions placeD on Display; after all they are toys. the 

quality of each eDition Does not neeD to be exactly the same. the files are 

meant to fail to some extent. when the plastic sags anD warps in areas, it 

creates a unique aesthetic to each eDition making them inDiviDual objects. 

therefore support is not neeDeD. the requireD materials to make this show 

possible will be less than one spool of white or blue plastic (can be clear 

if other is not available).



STATEMENT    

art2make

image qr to obj fille

Leo Selvaggio
URME Polygons

 www.LeoSelvaggio.com 
Leo.Selvaggio@gmail.com

urme polygons explores my interest with iDentity, Data, anD the open source 

movement. as a 3D moDel, my face represents a mathematical algorithm, a series 

of polygons arrangeD in a certain fashion. however it is also a key portion 

of my iDentity. in my previous work, youareme.net, i have supplieD other por-

tions of my iDentity for the public to use as material as they see fit- such as my 

biography, logins anD passworDs to social meDia accounts, etc. my interests 

lie in experimenting with anD exploring how iDentity is formeD by asking who 

exactly coulD i be if my iDentity we open to public Discourse? urme polygons 

extenDs this Dialogue by proviDing a new context through the proliferation 

of my facial iDentity via emerging Digital technologies. my face is for you to 

use as you see fit. use it in your viDeo game Designs, avatars, sculptures, or any 

other context you come up with.



STATEMENT     

qr to obj fille

the reverse abstraction series begins with a simple premise: that humans anD 

computers perceive the worlD through Different languages, anD what is 

concrete for one is abstract for the other. the objects anD shapes so familiar 

in human art can be neither perceiveD nor conceiveD by computers in their 

original form. likewise, the coDes that are so familiar to a computer are merely 

scattereD symbols to human sensibility. the reverse abstraction series attempts 

to briDge the gap by constructing traDitional objects in Dual forms: as the 

classical object anD as the hexaDecimal anD binary coDes that represent them. 

thus, abstraction becomes material, the meanings for humans anD computers 

are uniteD, anD the Duality is resolveD.

abstraction is a term both useD in art anD technology.  abstraction in art 

strays away from the recognizable whereas abstraction in computer science 

means the opposite for humans but the remains the same iDea for computers. 

as something becomes more abstract in computer science it becomes more 

recognizable to humans anD more complicateD for the computer. binary coDe 

is the furthest from abstraction a computer can be. to a computer this is 

recognizable but a user interface, for example, woulD be consiDereD abstract 

to a computer.

Ashley Zelinskie
Reverse Abstraction - Mobius

http://www.ashleyzelinskie.com/ 
ashley@ashleyzelinskie.com


