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Question 2- Define skill in the context of your own practice and the work of two artists/makers/designers from the lecture series.
 
This essay will define skill as a form of craft in the practice of Surface Pattern Design and further explore this definition by discovering the work of artists who use skill to make artwork and in which craft is part of their making tool.
Skills are what we develop and gain as we grow, through our life practices, education and experience. They are what we use and rely on to achieve our goal or to carry out a task. The development and the use of skills allow us to grow as a person. For example, “skills allow us to change and grow in response to new information” (Kristan, 2003, n/a). This means that having skills can adapt our way of thinking or emerge one, enabling us to respond to new information by looking for a distinction in pattern using the information that we already know in contrast to the new information. Thus, “embedding stands for a process essential to all skill, the conversion of information and practices into tacit knowledge” (Sennett, 1997, p.50) for example, in Surface Pattern Design research is carried out exploring different printing techniques such as screen printing, we can adapt this with the knowledge that we have already acknowledge since growing up meaning, that we apply knowledge learned into practice using our skills. This learning process adapts our skills, improving them and letting us create a better value outcome thats more precise and professional as Kant states “The hand is the window onto the mind’” (Sennett, 1997, p.149), portraying the importance of tactility which, gives us a physical experience and doing it by hand, we can see what works and what doesn't, repeating the process manually teaches us to problem solve by finding a solution. In Surface Pattern Design by repeating a screen-printing process we learn how to improve the outcome for example, using tape to stick down fabric, so that it wont move whilst printing, reducing the possibility of smudging. By doing we are learning, growing a skill or improving one. 
Skills are achieved by driven motivation, allowing us to grow creatively and to gather innovative ideas, leading to the creation of experimental and original designs which are achieved by the exploration of research and the use of practical skills. Surface Pattern Design skills can be perceived as tools to enable creativity and innovation. “Often a surface pattern designer will employ research skills to discover historical styles and technical processes” (Broadhead and Gregson, 2018, p.78), and to identify current trends which will give inspiration and inform their practice. Other skills that can be drawn upon include computer-aided-Design, drawing, and dyeing. All these processes require skills which we build through experience, learning and training allowing us to grow and gain knowledge in order to work in the design environment and be able to use the equipment. Also, by experimenting with materials and design processes, we expand our knowledge further. As, the use of our senses allows the designer to engage more through practice using their own skills and by adapting new ones. For example, “through the act of stitching, one can engage in a practice through the senses, seeking to satisfy a deep longing to make space for beauty and creativity” (Barber,1995). Stitching can be defined as craft, a skill that requires knowledge of knowing how to stitch and the ability to stitch, engaging our senses as the feel of materials and thread is comforting. This practical skill traces back in history and culture as stitching is a traditional technique that we use for appliqué, mending our clothes and to stitch up a wound. In Surface Pattern Design, stitching is used to decorate, to construct a garment, creating a connection between tactility and aesthetics.
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Fig.1 Mielczarek
Figure one displays the work made in Surface Pattern Design, consisting of variety of materials appliquéd together using the modern method of stitching, the sewing machine. The beads and sequins were attached by hand stitching, making the work aesthetically pleasing, engaging our vision senses and interacting with our touch senses. We can experience parts of this work differently because it consists of different textures and elements.
The language and value of craft are materials and making as they can divulge culture and identity. Humans the makers in this tactile experience engage directly with their touch sense and emotions by feeling the texture of materials, embedding themselves in what they create. Craft creates an eloquent rhythm which connects mind and material together because “we learn with the body and the mind” (Campbell and Dalton, 2019, pp.29-35) by using our senses which are connected to our mind like the sensitivity to touch which Anni Albers work was conscious of, making it appeal to our senses. 
Anni Albers was a textile artist and a printmaker who took her inspiration from ancient textile traditions and experimented with different fibres using the process of hand weaving. Hand weaving is an ancient craft involving a skill in making by hand that “is a method of forming a pliable plane of threads by interlacing them irregularly” (Albers,1965, p.19). This process allowed her construction of weaving, consisting of multiple variations and composition to demonstrate how multiplication and production connect through a grid. It involved thinking and making whilst understanding the material. Designers need to understand their fabric, its properties such as function, durability and texture to be able to use it to the best of its ability, knowing its limitations enhances the value of the material. In comparison to Surface Pattern Design where often machinery such as the laser cutter is used to create a design. Hand weaving is a unique craft practice that does not require machinery hence it’s socially and historically referred to as ‘handicraft’. 
The story of Albers work started back in the pre-industrial revolution when a change in the textile production sector occurred and part of her learning journey was looking forward instead of looking back in History “in order to experience vicariously the exhilaration of accomplishment reached step by step” (Albers, 1965, p.52). Hence, her work gives us a precise and enriched insight on modernism. Such as this piece shown in figure two which is a contemporary hand stitched piece requiring a skill that the textile designers sometimes use, providing a rich reflection back into social and cultural history. 
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Fig.2 Black Yellow White
This contemporary “Black White Yellow” grid work of Anni Albers “redefined textiles as an art form” (Mohammadi, 2018). It explores pattern, line, texture and the combination of “the ancient craft of hand-weaving with the language of modern art” (Tate, 2018). In relation to modern art, its a constructive innovative piece with shape, line and colour that emphasis on the woven material and process. It has an abstract style that the layout of lines and rectangular shapes are quite playful even though the colour scheme is muted with a contrast of pale yellow. Its an interesting piece to engage with visually as at first the audience can seem to think that the pattern repeats however, the structure is not repeated, making the work more authentic.
Throughout Albers weaving approach the language of craft can be defined as modern with the addition of traditional values. The language of craft applies to attitudes, approaches and actions of the makers not just to objects. Albers had a different vision of weaving which is shown through her experimentation, allowing threads to do what they want to do, letting her materials guide her and her process. This can be seen through her commitment to weaving, through her experimentation with mixtures of synthetic fibres and natural yarns, exploring “technical limits of fibres and loom as means of expression and experimentation” (Fer, 2018, n/a), making her work diverse and creative. Her work showcases her development as an artist by developing her skill in the area of printing and, that she had found her artistic freedom by using weaving, her medium which acted as a canvas in order to paint in textiles. [image: ]
Fig.3 Red Meander II 
This serigraph printed work (fig.3) displays Albers technical skills which she applied during a workshop "as a textile designer and her sensitivity to materials to launch her career as a printmaker" (Reynolds House Museum of American Art, n/a). The precision shown and the multiplication of the printing makes this work original. It resembles a maze structure that does not have a starting or an ending point, meaning that there is no focal point which engages the audiences even more by trying to figure out this piece. It’s intriguing and timeless. It was created by looking at the culture in history as "the pattern was used extensively by the Greeks in their geometric pottery and on archaic sculpture, and by pre-Columbian cultures in textiles and sculptural reliefs" (Reynolds House Museum of American Art, n/a). This conveys the idea of skill, taking inspiration from the traditional artworks and adapting them to create a new, contemporary piece using a different method which in Albers case was printing. 
Albers had creative, technical and making skills gained through her precision and intricately designed works. She gained this ability by letting fibre lead her as she stated that “the contentious designer, does not himself design at all but rather give the object to be a chance to design itself” (Albers,1958). This conveys that by using her senses to touch the fibre, observing its behaviour in the weaving process she constructed some of the most historical modern design, giving us an insight on her thinking process that made craft her making tool. However, in this new era of digital revolution we seem to use the technology more often to lead us instead of using our senses. 
Technology is advancing thus, influencing craft. Makers of contemporary craft are challenged by enabled extraordinary advances in technology which “will cause the craft scene to assess its viability” (Hong, 2018) by affecting past knowledge and values making them less useful. People won’t use the traditional methods of ‘handicraft’ as often because the machinery will carry out the work for them making the process easier, enhancing productivity and efficiency. Making it difficult for human hands to compete. This fundamental change will require us to look at values of labour and production from a new perspective. 
Janet Echelman a sculptor and a fibre artist used the advances in technology to install her artwork and to make her installations more durable by combining "ancient craft with computational design software to create artworks that have become focal points for urban life" (Echelman, n/a). Echelman developed skill through her learning and exploration of traditional textile methods. Through her studies of craft traditions, she came across the process of making fish nets. However, her story began before discovering the fish net idea of weaving fibre in a grid like structure. She painted for ten years and then "collaborated with artisans to combine traditional textile methods with contemporary painting" (Echelman, n/a). This further led Echelman on and when she travelled to a small fishing village she began to work with bronze casters, gaining her inspiration from traditional culture and the local materials. Unfortunately, the materials were expensive and heavy, leading her to discover a new sculpture approach by, observing the fishermen making fishnets which resulted in the creation of volumetric forms. "Her first satisfying sculptures were hand-crafted in collaboration with those fishermen" (Echelman, n/a), shown in figure four. 
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Fig.4 Wide Hips
The idea and creation of this sculpture (fig.4) caught the attention of the artist as "she discovered that their delicate surfaces revealed every ripple of wind in constantly changing patterns and she was mesmerized" (Echelman, n/a). Therefore, Echelman’s combination of traditional weaving technique and her idea to create a sculpture, uses the hand to interact with her touch senses, feeling the texture of the fibre. This changes the value of the fish net, making it a piece of art that we can observe rather than use, changing its purpose. This "Wide Hips" has the purpose for the audience to observe the changes in the wind pattern by, looking at the ripples that are created when the netting shifts along with the movement of the wind. Making the audience feel calm and intrigued, looking at that environmental space differently. 
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Fig. 5 Expanding Club
Her interest in empty spaces began her journey of ideas, firstly making these smaller scale sculptures shown in figure five, that interact within the environment of interior spaces. Echelman wanted to enlarger the scale, so that the sculptures could interact in between buildings and architecture in an outside environment. Therefore, she combined high technology and engineering to construct her metal armature sculpture, which was very heavy thus,  Echelman further experimented with variety of materials to find the most suitable and durable fibre that would survive sun rays, pollution and weather, in order to find volumetric and lightweight materials. This involved thinking, making and researching skills, resulting in finding a fibre that is stronger, weighs less than steel and is made from atomised water particles. Allowing Enchelman’s installations (fig.6) to be more rhymatic, adding character and creating an experience in which the audience can get lost in and see the empty spaces which we usually do not notice.
 [image: ]
Fig. 6 Her Secret is Patience 
This sculpture shown in figure six, make us see and look at empty spaces from a different perspective. As stated by the artist herself "When I bring a thread from one building to another, suddenly we are seeing that empty space in a different way" (Echelman,2017), focusing our eyesight on this empty space between architecture and making us realise that it exists. Audience can interact, experiencing the rhythm which is created by the movement that the wind creates and Echelman herself said "It’s as the wind is the choreographer and I love that I have no control over it" (Echelman, 2017). Making her work unique and powerful as, the experience each time can be different depending on the weather because when the weather is windy a monumental soft movement is created whilst, when the wind is stronger the movement will be more powerful, changing our experience of the rhythm. Its a sculpture that looks magical, mystical and "creates what the artist calls “shadow drawings,” which she says are inspired by Phoenixs cloud shadows that captivated her from the first site visit" (Echelman, n/a). At night and through the seasons the colours change due to illumination. This is an addition to the sculpture, giving the locals a climate relief because the colours during the summer are cool toned whilst, in the winter, warm toned, making this sculpture a playful and a creative design that required creativity, thinking and observing skills. 
Skills in Echelmans work include the combination of the traditional method of weaving and the use of technology. A process involving sense making as, the experience that the audience gain from her artwork gives them the meaning of seeing what we normally do not notice, the empty spaces. Therefore, Echelmans skills are defined as having a conceptual concept which develops into a technical, changing from an idea into a visual and a physical art sculpture, made through teamwork and motivation. Echelman gains her ideas by exploring making skills in the traditional and cultural weaving craft process. Echelman identified her skill, allowing her to create lightweight, larger scale sculptures and to become a sculptural artist through her observation, experiment soon and her findings, giving her the ability to adapt and to learn new skills. 
This essay has shown that skill can be defined vastly as different practice areas require different skills. As explained in the two examples, Albers developed her skills using her hands through a manual process, whilst Echelman combined the manual process with advanced technology to create sculptures that would be lightweight and withstand the weather conditions. Therefore, for some artists the skills in technology are important and used whilst others consider more traditional craft methods. However, artists can develop skills by digging into the culture of the traditional techniques, adapting these by changing the process making it quicker and making it less wear and tear such as Echelman did with the use of technological software. In both examples skill is an idea that’s a characteristic enabling the artists to perform and make artwork through a process that has limitations that that the artists overcome. 
Skills are what we learn through experience, mistakes which we take on board and learn from and that’s also a problem-solving skill as well as a creative one to be able to think of a solution to solve that mistake or change it to improve the outcome. Skills give us the ability to learn and improve depending on our personal or cultural values. 
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