
One for Sorrow, a landscape/game/sojourn created in virtual reality (VR), seeks to 
confound the dichotomies between hand and digital making as well as the illusion 
of two dimensionality (2D) versus three (3D). It is work that troubles the translation 
of the handmade into the digital using collage, assemblage and montage along with 
craft theory. Though ostensibly a first-person puzzle game, the experience uses the 
historic nursery rhyme, of the same name, to entice the player to explore and dis-
cover, not necessarily mixed realities, but rather, mixed sensibilities—2D/3D, hand/
algorithm, drawn/photographic. Digital and handmade aesthetics, coupled with con-
sidered sound design and narrative, can evoke an immersive experience and provide 
an unorthodox model for VR art. 

The verb crafting and the phrase virtual reality (VR) aren’t often paired together in 
a sentence, let alone a title, but those are the words that first come to mind when 
describing the project. The work is crafted in its essence. Its starting point was the 
painting and drawing practice of the artist David McClyment, Professor and Program 
Co-ordinator of the Fine Arts Studio, Centennial College, Toronto, Canada. For a re-
cent body of work, titled Dreaming I Was a Crow Dreaming, McClyment drew and paint-
ed large scale murals, approximately 1.5 m x 4.5 m. The murals are either black and 
white or duo-toned imagery of ‘strange creatures’ and ‘secret worlds’— populated by 
several crows with other miscellaneous—real and not—animals scratching around in 
dark bits of landscape. The murals are described by the artist as not so much ‘about 
the finished product’, but rather ‘the process of describing the story’. The presence of 
human beings is implied, but not directly witnessed. Deeply narrative in form and 
aesthetic, the murals begged to come to life, fought to get off of the wall and 
far away from the modernist gallery setting. 

In his project statement, McClyment states that the ‘…drawings happened 
in real time, in an all expansive, ever-present moment’. Together with artist 
and programmer, Antônio Mozelli, McClyment and I have built a VR land-
scape/game/sojourn based on the murals in order to explore world-mak-
ing in a digital space, a 3D interactive, environment. Philosopher Nelson 
Goodman suggested that through art, we fabricate multiple worlds. He 
contends that we were making not just possible worlds, but actual ones. 
Through art our myths become real . Given Goodman’s contention, Mc-
Clyment’s 2D murals already encourage us as viewers to world-make. 
So, the question becomes—why does his art need to be reconfigured as 
interactive, 3D and virtual? 

McClyment’s intentions for the work to be ‘real-time’ and ‘expansive’ an-
swer this question and have guided our decisions in choosing VR as the 
optimal means of translating the analogue into the digital. The interactive 
nature of VR certainly allows for a real-time 4D experience—the participant 
animates the environment in a way that is unique from any other medium. It 
is only through presence that the characters, objects, sounds and landscape 
of the VR space are induced. VR literally does not exist without the participant. 
And as the participant moves through digital space, she curates her own experi-
ence—a walk into her own world-making.

However, VR is also an all-too obvious simulacrum of every-
thing we know, and particularly of expansive space. The irony 
of the tethered nature of the VR experience is unavoidable. One 
must wear a headset that is, at this point in the development of 
the technology, attached to immovable hardware. How does one 
summon the expansiveness that McClyment requires, while being physically hitched 
to a computer? Mobile phones and lightweight headsets are one answer though there 
is still an advantage to the cabled experience in performance and tracking. Funda-
mentally, one’s sense of expansiveness is facilitated through the art and craft of the 
built environment. Movement and freedom, imagined infinity, happen in one’s head 
not through one’s feet.

There are two examples of imagined infinity that might offer clues as to how to ef-
fect this sense in our built environment. One is an outward, upward, macro, expan-
siveness. It is humanity looking up to the heavens and the stars and feeling awe and 
sublimity. The other is the microscopic dive down into infinite detail, a fractal view of 
endless intricacy. That focus seduces us with decoration, flourishes, curlicues, dainty 
and forceful lines and the clear evidence of the hand of the maker. The artist’s particu-
lar mark-making identifies it clearly as someone’s work, rather than generic template, 
purchased model, stock asset, photo or footage.

One for Sorrow exploits both of these possibilities 
of expanse. Using the trope of the endless vista that comes ready-

made with every VR engine starter scene, we can offer up the heavens—this part of 
creating a VR scene is relatively easy. Conversely though, creating the micro deep dive 
is much harder. The digital experience often suffers from prim-ordained aesthetics. 
Gaming and particularly the VR experience are dictated by the constraints of screen 
refresh, in the quest to eliminate nausea-inducing bouts of vertigo. Our challenge was 
to inflect this 3D, immersive, interactive shadow-deprived experience with the 2D del-
icacy, nuance and ambiguity of the original murals. As is the case with most art, it is 
through the crafting and attention to detail of the aesthetic experience that makes 
the work successful. The physical encumbrances of VR can be minimized and Mc-
Clyment’s ‘all expansive, ever-present moment’ can be conjured up on a macro and 
micro level through this attention to nuance—a crafting of the environment, visual and 
sound, along with game-play.
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