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making it real is a collection of digitally fabricated objects 

curated by Jesse Jackson and Greg Sims. Virtual objects, submit-

ted electronically from around the world, are ‘made real’ locally 

using a variety of 3-D printing technologies. Making It Real 

showcases innovative designs for jewellery, products, fine art, 

and other small objects that take maximum advantage of direct 

digital manufacturing.



making it real brings together the work of artists and de-

signers from around the world that take maximum advantage 

– conceptually, procedurally, and materially – of direct digital 

manufacturing technologies.

 3-D printing and other forms of additive manufactur-

ing have captured the public imagination for their potential 

to generate tangible objects ‘out of thin air’. Wizardry alone, 

however, is not the focus of this collection. Instead, the 

emphasis lies on objects that evince creativity and exper-

tise before, during, and after the printing process, and that 

expand the possibilities these technologies engender. Each 

maker has engaged with direct digital manufacturing in a way 

that fully exploits the potential of this transformative set of 

technologies to generate original – and exemplary – jewel-

lery, products, fine art, and other small objects.

 The objects in this collection vary in how they apply 

3-D printing technology to best effect. Some of the objects 

take advantage of the geometric complexity permitted by 

“We shape our tools and thereafter our tools shape us.”  

 — Marshall McLuhan
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digital design and manufacturing. Others exploit the material 

properties of the plastics and new composites these tech-

nologies produce most readily. Some of the most intriguing 

examples make use of the opportunity to create fully assem-

bled interlocking forms in a single operation. In all cases, 

the makers have generated objects that would not have been 

created by any other means.

 What does it take to be real? As the children’s book 

The Velveteen Rabbit wisely explains, “Real isn’t how you’re 

made. It takes a long time.” The objects in this collection are 

real not because of how they are made. Their realness comes 

from the investment of time and knowledge: focused inspira-

tion, iterative improvement, and meticulous craft. They have 

been loved.

Jesse Jackson + Greg Sims



in the waltz invention, a 1938 tragicomedy by Russian 

novelist Vladimir Nabokov, haggard inventor Salvator Waltz 

leverages a mysterious device to carry out a coup d’état in an 

unidentified European country. Armed with his ‘Telmort’ (a 

radio-like apparatus that can annihilate targets at a distance), Waltz 

menaces his way into being appointed the supreme leader of his 

countrymen – but his rule is short-lived. While cutting-edge 

technology allows our would-be despot to seize power with 

minimal effort, his inability to impose meaningful order on the 

republic at his fingertips leads to total chaos. This sequence of 

events and corresponding consequences are a perfect allegory for 

the emerging era of do-it-yourself digital fabrication. Yes, having 

that shiny new $1,000 3D printer on your desktop allows you 

to directly engage an emerging means of production and create 

myriad possible objects – make no mistake, it is empowering. 

But, no, your newfound ‘maker’ status does not automagically 

grant you the clarity of thought required to create well-designed 

objects that will stand up to the demands of everyday use, or, 

1.  Paola Antonelli, Talk to Me: Design and 
the Communication between People and 
Objects (New York: The Museum of Mod-
ern Art, 2011) 8.

“In our relationship with objects, as in any relationship, indifference is the 

worst offence and laziness the worst sin.”

 – Paola Antonelli1



to sculpt exquisite forms worthy of aesthetic consideration in 

white cube galleries.

Making it Real is a collection of digitally fabricated objects 

that allow us to begin to have a conversation about the nature 

of 21st century craft. While 3D printers and related prototyping 

technologies have been within arm’s reach in automotive and 

industrial design for decades, the arrival of affordable, consum-

er-grade versions of these processes invites wider participation 

and engenders new literacies. The most immediate goal of an 

exhibition like this is to move well beyond the banal celebration 

of clumsy ‘hello, world’ objects. You’ve seen 3D prints of this var-

iety before: superhero figurines, tiny Eiffel Towers, a miscellany 

of junky kitsch. There are several derisive names for objects like 

these, but none is more fitting than ‘crapjects’. A 2011 Institute 

for the Future whitepaper warned that a possible byproduct of 

ubiquitous 3D printing would be a new era of ‘physical spam’, 

marked by the production of “a large number of objects of infini-

tesimally small value.”2 It is in anticipation of this rising tide of 
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2.  Institute for the Future, “Perils: A World of 
Crapjects,” from The Future of Open Fabri-
cation. http://www.openfabrication.org

3.  Bruce Sterling ,”Generation Generator (New 
Aesthetic),” Beyond the Beyond. http://www.
wired.com/beyond_the_beyond/2012/04/
generation-generator-new-aesthetic



cheap thermoplastic objects – absolutely brimming with flotsam 

– that we should reconsider the importance of intent and craft 

in the creation of digitally fabricated objects.

The objects featured in Making it Real were developed for a 

range of purposes and demonstrate a variety of formal strategies. 

Much of the work is jewellery, and the diverse assortment of 

rings, bracelets, armbands and necklaces speak to the changing 

conventions of that medium. While many pieces fit the con-

tours of the body as would be expected, it is the form, assembly 

and finish of many of the designs that is particularly adventur-

ous: flowing contour bands, baroque reptilian scales, skeletal 

wireframes and idiosyncratic joinery are all explored. The more 

sculptural works don’t adhere to the body, or any standard frame 

of reference, so they live or die by their ornate geometries and 

composition: figurative abstractions, delicate lattices, matryosh-

ka volumes and seemingly-viscous Cronenbergian forms abound. 

Beyond the jewelry and sculptural objects, there are a number 

of inventive reconsiderations of everyday tools and trinkets, 



modular construction kits, and even some literal data modelling.

New geometries inspire new conversations, and the majority of 

this inventory of complex forms could not have been manufac-

tured without digital fabrication. We clearly need to develop a 

vocabulary for discussing this kind of complexity, as the algo-

rithmic design strategies driving much of this work is becoming 

increasingly commonplace as designers recalibrate their skills to 

match the capabilities of the tools at their fingertips. This is the 

second decade of the 21st century, and it only follows that the 

design of our most provocative objects should, as suggested by 

Bruce Sterling, “come gushing headlong out of processors, instead of 

assembly lines or atelier easels.”

Greg J. Smith



Andrej Boleslavský 
Google Eye, Fused deposition ABS plastic
280mm x 280mm x 105mm





Doug Bucci 
Islet | White, Necklace, Laser-sintered nylon
200mm x 200mm x 50mm





Bin Dixon-Ward 
Framework Neck piece, Dyed laser-sintered nylon
600mm x 600mm x 40mm





Dot San (Vijay Paul) 
3D Wire Rhino, Laser-sintered nylon
49mm x 95mm x 75mm





Maria Eife 
Linked Bangle, Dyed laser-sintered nylon
150mm x 150mm x 80mm





<<<<<<<<<<<<<<<<<<<<<<<<<<<<<<

The neckpiece maximizes the specifics of the process, making large 
scale, low-volume, geometrically durable forms that are cost effec-
tive and ultimately wearable. The work exists as an actualized piece 
of digital data, made tangible as a result of the desire to touch, wear 
and possess the jewellery.
          >>>>>>>>>>>>>>>>>>>>>>>>>>>>>>

– Doug Bucci





Nick Ervinck 
SUCHAB, Laser-sintered nylon
300mm x 220mm x 160mm





Frankie Flood 
Pizza Cutter, Fused deposition ABS plastic
200mm x 20mm x 80mm





Arthur Hash 
Hedgehog, Fused deposition ABS plastic
150mm x 15omm x 130mm





Dustin Headley and Pat Nelson 
Small, Medium, Actual, Laser-sintered nylon
325mm x 120mm x 130mm





Shabnam Hosseini and Hamish Rhodes 
The Thing (Structural Artifact), Laser-sintered nylon
190mm x 150mm x 150mm





<<<<<<<<<<<<<<<<<<<<<<<<<<<<<<

3-D printing is used to create the ring tops in different materials 
allowing for variation in colour, flexibility, and finish. The silver band 
remains hand fabricated, providing contrast with the colourful printed 
plastics. The economy, speed, and variation in materials made possible 
by small-scale additive manufacturing results in jewellery that is more 
affordable and fun.

           >>>>>>>>>>>>>>>>>>>>>>>>>>>>>>>>

– Paul McClure





j.c.karich 
Low Fi High Tech Headphones, Laser-sintered nylon
180mm x 180mm x 60mm





Jesse Jackson and Luke Stern 
Marching Cube Units #4, Fused deposition ABS plastic
68mm x 68mm x 68mm per unit





Francis Lebouthillier 
Surgical Touch Simulators, UV-cured photo polymers 
15mm x 15mm x 30mm





Paul McClure 
Vena Amoris, Dyed laser-sintered nylon, UV-cured photopolymer, sterling silver
20mm x 20mm x 5mm





Heather Montgomery 
Tangled Bangles, UV-cured photopolymers, stereolithography
80mm x 90mm x 30mm





<<<<<<<<<<<<<<<<<<<<<<<<<<<<<<

The design is based on a parameterisation of the Möbius strip in 
four-dimensional space. The true shape of the design is not even 
virtual – instead it is an abstract geometric object, set in a space we 
cannot visualize, even using 3D modelling software. We project the 
design from four dimensions to three, where it can become virtual, 
and only then is it made real via 3D printing.
  
         >>>>>>>>>>>>>>>>>>>>>>>>>>>>>

– Saul Schleimer and Henry Segerman





Nervous System 
Spiral Cuff, Laser-sintered steel with bronze infusion
75mm x 52mm x 38mm





Gregory Phillips 
Exoskeleton #5, Laser-sintered nylon
270mm x 250mm x 325mm





Barbara Rauch 
Horned Friendship, Laser-sintered ceramic powder
200mm x 150mm x 130mm





Gabriela Sallenave 
Hol, Jet-printed thermoplastic, wire and thread
40mm x 40mm x 25mm





Henry Segerman 
Hilbert Curve, Laser-sintered nylon
45mm x 45mm x 45mm







– Caitlin Skelcey

<<<<<<<<<<<<<<<<<<<<<<<<<<<<<<

The relics we scanned had been stored away for decades, in cli-
mate-controlled archives that no one ever sees. They are given new 
life through 3D printing, no longer confined behind glass. They em-
brace a new physicality and become more tangible, more understand-
able, and perhaps more real than their original, more fragile forms. 
 
         >>>>>>>>>>>>>>>>>>>>>>>>>>>>>



Greg Sims 
Flipped, Laser-sintered nylon, jet-printed thermoplastic cast in sterling silver, cubic zirconia
100mm x 100mm x 20mm





Caitlin Skelcey 
FAT #2, Fused deposition ABS plastic, automotive paint
120mm x 80mm x 40mm





Jim Stanis 
Blob Cube, Laser-sintered nylon
90mm x 85mm x 90mm





Williamson Chong (Shane Williamson and Ultan Byrne) 
Stitches: Interstices, Powder/binder composite
105mm x 105mm x 300mm







– Shabnam Hosseini + Hamish Rhodes

<<<<<<<<<<<<<<<<<<<<<<<<<<<<<<

Architectural space is the leading character around which human relation-
ships are developed. Outwardly, it confronts a turbulent climate that defines 
its existence. Inwardly, it is radically augmented by digital technologies that 
mediate between its inhabitants and an invested community participating 
virtually throughout the globe.
  
         >>>>>>>>>>>>>>>>>>>>>>>>>>>>>
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