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WHAT [ AM

ABOUT

lam primarily animage maker;
I have known thissince a
youngageas | have always
revelledinthe processofarts
and crafts. However, over the
pastfewyears|believe | have
managed to mould my skills
intoamore defined style of
illustration. Iwork onawide
variety of different techniques
and subject matters within
image making therefore | have
more than one style flowing
through my work. | especially
enjoy printmaking; working
within linoleum (fig.1) and dry
point prints. Furthermore, | like
toexperiment with the likes of
photographyand collage.



My work has always revolved
aroundthedrawn line,
howeveritbecameapparentto
me earlierintheyearthat|was
inclined to put my full focuson
the production side of things,
overlooking theimportance
ofthe content that supportsit.
Therefore thisyear | have been
intenton creating work based
onsubject matter, ratherthan
simply making things that look
attractive;thishasledtothe
inspirationforall my briefsand
intentions. Nonetheless I still
thinkitisequallyimportant
thatthe finished product keeps
toacertain level of quality,
whilst being backed up by this
essential content. For this

fig. 2-6

reason | havealsobeentryingto
broaden myskillsand techniques
within printmaking andillustration
(fig.2-6) throughout this year, in
orderformy practice to be atits
highest potential.

Inadditionithasbeencrucial that

I have beenworkingonawide
variety of different projectsat once.
Thishas helped me push myideas
and develop my ability towork on
numerous tasks simultaneously

in preparation forworking within
theindustry. Indoing this some
briefs have been more time
consumingand fruitful than others,
overthis pastyearthree projects

in particularhave beenatthe
forefront of my attention.
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RUMER GODDEN

B

JAGKETS

Inthe first semester of this
year, whilstonadaytripinYork,
| cameacrossalarge stuffed
peacockinthecentreofthe
main exhibitionroominThe
York Art Gallery. This piece
inspired me to create some
work centred around peacocks.
I had someinitialideasthat|
experimented with however

I decided that the bestoption
was to create abookjacket for
‘The Peacock Spring” by Rumer
Godden. Ithendecided to push
the project furtherand create
aseries ofjackets foranother
fourof Godden’s books, using
the same style and media (fig.7)
foreachinordertocreatea
purchasable series.

fig. 7
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I have also beenworking
onaseriesofcollaboration
projects throughoutthe
yearfor ‘FJ Designs’ with
anarchitectural design
student, Jack Dooley.
Jackhasdesignedthree
buildings each witha
theme-circles, linesand
triangles;inwhich | have
created arange of relevant
illustrationsand prints
(fig.8) based around his
designs, some of which have
thenbeenincorporatedinto
thearchitectural designsas
interior surface patterns.
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CHICKITAS

Finally, | have spentalarge
portion ofthis last semester
creatingabook based on
chickens named ‘Chickitas’.
Thisbook wasinspired by
Nandos,andis partofa
collaboration project with Fay
Allbright. The book consists of
two stories by myself,and two
of Fay’s stories, alongwitha
range of chickenrecipestaken
from Nandos. We createda
large collection of dry point
printsfortheillustrations
(fig.9), which encouraged
ustoeach create ourown
original print books with our
individual stories, aswellasthe
collaborated digital version.




TOOTHBRUSH
CAMPAIGN

Inadditiontothese three
projects,inorder forme
toreallyappreciate the
importance of concepts,

| decided tospend the
majority of my time last
semesterworkingona
promotional project. This
beganasatoothbrush
commemoration, but
became more of a campaign
forrespectingyour
toothbrush. Itinvolved a
large quantity of research
and experimentation
(fig.10), and the production
ofanassortmentofdiverse
posterideas.




Aseriesoflino prints (fig.11)
raising awarenessforendangered
animals,in which the ‘lost’ posters
representextinctanimals,and the
‘found’ postersrepresent newly
discovered species (whichare
already on the endangered list).
These prints have alsobeenturned
into fliersto push the campaign.
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NANDOS

Thiswasallive briefset by
Nandosrestaurant, to create
apiece ofartwork (fig.12) for
the new coverofthe menu.
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fig.13

N LOVING
MEMORY OF..

Abookcommemoratingthe streets
and houses of the North East
(fig.13) thatare going through the
stages of demolition.
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fig.14

THE ART OF
TRADITION

Apublicationabout season/festival
traditions with some painted
pumpkinillustrations (fig.14).

26



THE BIRDS
AND THE

BLES

Aseriesof collages/cut outs (fig.15),
produced daily (Monday - Friday) over
the Christmas period, inresponse
toarticlesforthe ‘Country Diary’
columnin ‘The Guardian’newspaper.

Furthermore,

I have produced arange of ‘one

off’ pieces responding to editorial
articles/quotesin orderto practise for
possible future commissioned briefs.

28



THIS STUDY WILL

NHIM

my entire practice, concentrating
onthe major projectsand some
reflection on the minor projects

I have beenworking on this year.
| feelthisisimportantasthese
projects sum up what my work
isabout. | have tried to keep my
projects quite variedin order for
meto be able todemonstrate the
range of differentattributesand
interests | have beenworking on.

Throughoutthe threeyears
onthiscourse I have been
determined todiscoverwhere
my practice lies. | have gone
through a lot of experimentation,
mistakesandrevelations. It has
beenalongjourney,inwhichl

have beendiscovering
myselfand now I finally feel
like I have the capability

to push forward within the
Graphic Designindustry,
although I know myjourney fig. 16 & 17
isonlyjustbeginningand|

havealongwaytogo.|have

learnttoworkatamuch

quicker pace, both within

theideasand production. My

process howeverisvirtually

the same; lalways beginin

my sketchbookandjournals

(fig.16 &17), whetherit

simply be scribbled notesor

initial drawings. Thisthen

leads to experimentation

and development.
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[ TOOK GREAT
[NSPIRATION

from UK basedillustrator
Martin O’Neill’s visiting
lecture (examples of his
work fig. 18-20), inwhich he
discussed theimportance
of sketchbooks. He spoke
about how he collects found
materials for his collages
and how treasured these
collectionsalong with his
sketchbooksare. I felta
connection with this,as|too
have always cherished my
sketchbooks, theyarevery fig. 19 & 20 The Big Issue London
personaltome, and may look

very confused and messy to

anoverlooking spectator,

but they are the basis of my

designsand | couldn’t work

without them.
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Subsequenttosecondyearlsoon excitementratherthansimply
realised that| had atendency blendinginwith familiarity.
toadheretoclichés (exampleof  lunderstandthatthiscanbe
thissecond yearwork fig. 21). difficult, as Tristan Manco
Whendiscussing the ‘curse ofthe (2010, p.9) suggested that
cliché’renowneddesignwriter  ‘Trueoriginalityishard to
StevenHeller (2002 p.81) stated  achieveintheartworld
that‘avisualclichéissomething since some elementswill
seensooften,andthereforeso  alwaysremindtheviewer of
immediately understandable, somethingelse’. | think the
thatitdoes notrequire factthat people willalways be
translationorinterpretation.The reminded of somethingelseis
problem withacliché, however,is notalwaysabadthing,asthey
thatsomething sofamiliariseasy needsomeguidanceastothe
toignore’. Thisis something | have subjectmattertheyshould
beentryingtoavoidinmymore  befocusingon, howeverlstill
recentwork. lwantmyimageryto thinkitispossible to have
beabletodrawintheaudience, someelementoforiginality
creatingintrigueand whilst doing so.

34




THE IMPORTANGE OF

GONGEPTS

| feel that this year mywork
hastakenagreatleap forward
duetothis‘conceptual’
realisation, which | mentioned
earlier; | have begunto let

the conceptslead metothe
work, rather than simply
trying to produce something
attractive. Nonethelesslam
still continuing to produce
quite detailed printsand
illustrations, althoughlam
now aware thatthey cannot
start from nothing. The work of
many motivating practitioners
has helped me come to this
essential notion.
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[LLUSTRATION HAS WITHDRAWN FROM THE

r DEBATES

OF OUR SOCIETY TO FOGUS ON THE

GHIT-CHAT

ANDTITTLE-TATTLE OF INNER-SANGTUM

NUTHINGNESS.

Lawrence Zeegan

(on the work of
David Shrigley fig.22)
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I think that this statement s
especially relevant at this present
time withinthe artindustry. As
much as| love strikingillustrations,
I sense thatdesignersare getting
distracted by shapescolours

and patternsand overlooking

the significance of stimulating
concepts. Thisissomething|

have been guilty ofin the past, so
lamtrying torecall thistheory
throughout my practice. ldon’t
necessarily believe that every piece
ofartwork hasto establish a ‘big
debate’ of oursociety. However

I dothinkitisamajorbenefitto
initiate design work based around a
particular problem, subject matter
ortopicofdiscussion.
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I'think my ‘lost and found’
postersare the perfect
example ofthis. Theyare
quite striking to lookaat,
duetotheboldlinesand
blocks of colourdrawing
intheviewer, yettheythen
back up thisattractiveness
with a matter ofimportance
thatreliesonawareness
(fig.23 & 24). Inthis case the
factthat newly discovered
animal species (found
posters) are close tojoining
those thatare extinct

(lost posters),and the
importance of protecting
endangered animals.







FLLl

PRIVILEGED

toattend established graphic designer
Ken Garland’s visiting lecture this
yearinwhich he spent the majority of
histime explaining theimportance
ofideas, titling his lecture ‘visual
metaphors’. He even communicated
theideathathe believes sometimes
the best concepts/metaphorsarein
the not so greatvisual contexts (to
which he showed a clip from the film
‘Top Gun’ fig. 25). My work is rather
unlike Garland’s, however | took great
inspiration from this lecturein the fact
that he pointed out thatanideacan
bring the strength ofanimage/piece of
work to a higher level.
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MY TOOTHBRUSH

CAMPAIGN

stands outfromall my other projects
inthatitisthe onlytime I relied
solely onthe concept. | think this
issignificant,asacampaignisall
about gettingtheideaacrosstothe
audience thereforeinthis caseit
was necessary. | spentalotoftime
researchingand developing myideas
before I began creating work. This
helped me getinto the right frame of
mind, focusing on my thoughtsand
how to present them toan audience.
Ittook me quite some time todo this,
aslamsousedtoconcentratingon
thevisual outcome. Inthe beginning
stages|triedtoincorporate my
illustrationsinto the posterwork,
however|soonrealised that | needed
totake aleafout of David Shrigley’s
bookand concentrate entirely onthe
conceptwith nodistractions.

Once | had come up withthe
twoslogans ‘Hardworking,
reliable and not afraid to get
dirty’and ‘Don’t let the plaque
attack’[founditaloteasierto

comeup withthefinal designs.

Forthe main poster, due to
thestrongslogan|decided
tohavethetypeastheimage
(painted with a toothbrush),in
ordertotrulyfocusontheidea
(fig.26). However for the street
proposals|decidedtousea
moreillustratedimage, due
tothe large scale ofthearea
thatwould be covered, and the
incorporation ofaninteractive
aspecttothe campaign- moss
as plaque gradually covering
theteethandtypetorepresent
the plaque attacking (fig.27).

fig.26

Nafional Tosthbrush Day
June 26™

©
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fig.28

I was fortunate enough tovisit
Shrigley’s recent exhibition How
areyou feeling?’ inthe Cornerhouse
(Manchester) earlier this year, which
was asignificant source of inspiration
tome (fig.28). I have always found his
work to be appealinginavery quirky
andtongueincheek way. Personally,
I believe that his success derives from
thefactthathe encourages people
tohave anemotional connection
with hisimages;theylaugh, argue,
questionand debate his thoughts
andideas. He acknowledgesthat his
talentistheorybasedand therefore
doesn’tovershadow these ideas with
elaborate production techniques. In
orderforthe emphasistobe onthe
messageitisallabout simplicity,
everyaspectofhisworkiscreated
solelyto portray hisidea.

Ithinkthisisaveryboldand
refreshingapproach. | have
attemptedto followin his
footstepsand take theinitiative
thisyearbyfighting ‘The
Nothingness’, giving my designs
the contextual support that
theydeserve. Forthisreason
thisepigraph, and the work of
David Shrigleyhasbeenagreat
source of encouragement for
me throughout this semester.
However, since | have always
excelledinthe decorative
techniques | thinkitisimportant
that | take Shrigley’s attitude
and applyittomymore detailed
illustrations; againinthe hope
toattainthe correctbalance
between conceptualideas

and attractiveness. 52



[ HAVE BEGUN TO
ACKNOWLEDGE

thatthishasbeenanobstacle
many designersand artists have
beentryingtoovercomeforalong
period oftime. Ellen Lupton (2011,
p.12-13) wrotein The Designeras
Producer; ‘Benjaminargued that
artistsand photographers must
notview theirtaskassolelyvisual,
lest they become mere suppliers of
formtothe existing apparatus of
bourgeois publishing’. Lupton was
referringto German critic Walter

Benjamin (1934). This piece of writing

has proven to me that throughout

history people have been questioning

theline between conceptsand

production. ltcommunicatestheidea
that we should not mindlessly create

aesthetically pleasing work without
exploringthe theorybehindit.

Lupton’sarticle mainly discusses
theworkandideas of Walter
Benjamin with afew additional
thoughts ofherown.In 1934
Benjamindiscussed theidea

of ‘TheAuthoras Producer, |
believe hewastryingto explain
thatthe artistic processes we
gothroughare merely tools, or
‘existing apparatus’,anditisthe
ideathat makesitunique and
holdsittogether. This brings
me backtotheidea of ‘the curse
ofthe cliché’, something that
issimply attractive but hasno
substance canso easilyfallinto
thistrap, thereforeitis crucial
to have the reasoning behindit.
However, Benjamin’s attention
was primarily directed towards

theidea ofbookworkand creative
writing, Lupton enhances this
philosophy and describes how
thisconceptcanbeappliedtothe
entire creativeindustries, hence
‘Designeras Producer’ rather
than ‘Author’. She explains (2011,
p.13)thattheissue designersface
todayisto ‘become the masters,
notthe slaves, oftechnology.’ Itis
almostasifthe creative processes
andtechnologies we work with
have noemotional connection, a
robot could create theimage, but
could notcome up with theidea.
Therefore we should endeavorto
pushthroughthe boundariesand
have anemotional connectionwith
ourdesigns. These feelings can

thenbe passed onand
appreciated by the
audience.

[ recognise that this

topic of discussion could

be thought ofas quite
controversial, due tothe
factavastamountof
designers pride themselves
exclusively ontheirability
to produce beautiful
imagery. However|

think thateveryone can
appreciate the successofa
strikingillustration witha
rousing story toreinforceit.
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fig.29

| feel that my concernin mylack
ofideasissomething | have
beguntoresolve thisyear, |

may not be facing hugeissues
nonetheless each piece of work
hasareasonbehindit. Whether
itsimply be myillustration work
for Rumer Godden’s book jackets
or my toothbrush campaign
(toothbrush braceletsfig.29).
lalsothinkit’simportantthat|
don’tgotoo farinthe opposite
direction. ldon’t wantto have
to completely transform myself
and my practice by producing
purelytheory-based work,
butsimply toenhance my
illustrations by establishing
initial conceptstowork from.
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Formy ‘FJ Designs’ collaboration
witharchitectural student Jack
Dooley|decided againto create
work fora purpose. Inthiscaseit
involvedinteriordesign; Dooley
designed the architectural spaces
whilstlworked on theinterior
fabrics, wall coveringsand
decorative art. This partnership
started asasmall project, but
soon turnedintoamajoraddition
tomy practice due to the time
consumptionand attentionto
detail. I found it quite stimulating
working withinanareaofartand
design | haven’ttackled before;
althoughitwasabit ofachallenge
trying toworkinamuch more
simplisticand expressive style
thanlamusedto. Initially I tried to
produce elaborate patterned prints

howeveritbecamecleartome
thatthissituation needed a‘lessis
more’ mentality. The collaboration
consisted of three projects, each
basedaroundacolourandashape-
red circles (fig.30), blue triangles
(fig.31),and green lines. This
added further complicationsasthe
uniqueness of each shape brought
forward anew obstacle. However

I believe that some of these prints
could workonacommercial level,
and lam pleased with the final
outcomes. Inaddition to this, in
orderto pushthe project further|
screen-printed onto tiles (fig.32)
and printedfull-scale wallpaper
stripsto help potential clients

see how theywould workinreal
interior circumstances.




fig.32

Inadditionto the print work for
thiscollaboration, lattempted
to use mydesign skills within
the documentation of these
projects. | worked within
‘InDesign’to create my first ever
publications; to methiswasa

PROJECT WITHIN

TSELF

aslwaslearningas|went.
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fig.33

DIA DELOS MUERTOS

HALLOWEEN: WHERET ALL BEGAN

foundbel

‘CHILDRENGET DRESSED

,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,,

UPINCOSTUNESAND
“THECELEBRATIONIS m:“'!'fmf"‘mm“ﬁ“w
DESIGNED TOHONOA THE it e
OEA WHO, T SBELIEVD, e

RETURNTO THEREARTHLY

thecakethat,itis aid,canforetell he
ater's

—

‘he as-knockadolly”aprankinwhich

Inthe lastfew weeks | have spenta
vastamount of time documenting
previousworkintovarious different
publications. Onein particular that
hasreally stood out to meis that of
‘The Art of Tradition’ (fig.33). This
piece started with some pumpkins

| painted for Halloween. Originally |
had planned to paintall the pumpkins
inadetailed and mostimportantly
traditional style, butas|was painting
I beganthinking abouttraditions

and howthey change. | decided that

| wanted to painta pumpkininaway

thatwas not expected- like a Christmas

pudding. Thisdistorts theidea of
Halloween,incorporating alternative
and unexpected traditions, to shock
theaudience. I felt that this unique
conceptneededtobe documented
appropriatelyinordertotruly getthe

ideaacross.|thenbeganto
thinkaboutimage essays,
inwhichtheimagestella
story. Thisinspired me touse
foundarticlesinasimilar
fashion, centring mainly on the
headlines,inordertotellastory
throughout the document, all
inanewspapertypesetup.l
think thisworks wellin that you
canseethethoughtprocess
fromtraditional pumpkins, all
thewaythroughtoaltering,
blendingand developing new
pumpkin traditions. Despite
thefactthatthiswasonlya
minor project this year | believe
itis one of my most successful.
Ithasthe perfectbalance
between motivating visuals
and astimulating context.
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ONATRIPTO
MANCHESTER

earlierthisyear | had the opportunity
tolookaroundarange of diverse
exhibitions, however Manchester
Art Gallery’s exhibition ‘The First
Cut’ really caught my attention
(fig.34). Curated by Fiona Corridan
and Natasha Howes, the vastroom
showcased a wide variety of pieces,
allbased around the manipulation of
paper. Previous to thisvisit | had been
completelyabsorbed with the idea of
conceptswithin mywork, however at
this exhibition | was able to rejuvenate
my passion for handmade crafts.

I realised that | had gonefromone
extremetoanother, fromobsessing
overtiny details withinadrawing
that had no meaning, to spendingall
my time thinking upideasand not
following through. Thiswaswhen |
first came to the understanding

thatlneedabalance;lcan
approachinteresting concepts
whilst still producing something
visually appealing (much like my
‘Tradition’ publication).

When [ first entered the main
exhibition roomitwas difficult
toknow where tobegin, as
there wassuchanarray of work
occupying the entire capacity,
fromthe miniature to the
massive. The gallerywas much
busierthananyofthe other
spaceswithinthe building, with
agreatbuzzintheatmosphere
astheaudiencetriedtotakein
everydetail. | loved the fact that
itwassofulland bursting with
excitement, thiswas much more
appealingtomethananempty

room with one tiny painting.
Howeveritwasabit daunting
aslworried that | would miss
something orwouldn’t have
enoughtime togive every piece
theappreciationitdeserved.|
thinkif | were torecommend this
exhibitionto someone | would
have advised a full afternoon
ratherthanan hour.

As|ventured around the room

[ wastotallyinawe of the
attention to detail; the elaborate
shapesand patterns made with
such precision. It was remarkable
toseethateachartist had

taken the same simpleidea of
paperandtakenitin numerous
differentdirections. | found this
particularlyinspirational, as not
only were they stunning, butalso

thought provoking. Itencouraged
me to push forward with my own
work, with the understanding
thatthere canbe moretoa
beautiful piece of work than
meetsthe eye. Each piece was
unique usingavariety of different
paper, scales, complexitiesand
concepts. Yetasacollection they
allworkedtogether successfully.
Neverthelessitbecame clearto
me thatitwasnotallaboutthe
finished work, butrather the
thought behindthemand the
extensive processesthathad gone
into making them. I marvelled at
the patience and skill that had
goneintothe production ofeach
piece.Ithadallbeenassembled
someticulously thatthere was not
oneexample | didn’tadmire.
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However, even before | spotted
Rob Ryan’s piece

KNEW

[T WOULD BE THERE,

and | knewitwould be afavourite
of mine (fig. 35). Ryan has always

beenanillustratorofgreat
inspirationto me. Heis well
known for hisintricate paper
cutoutsilhouettesand hasa
beautifully precise andinstantly
recognisable style. Once | had
spotted the piece limmediately
fellin love withit, he normally
works quite smallso thiswasan
immense project for him.

Ithought he tackled this
challenge tremendously. The
composition wasvery effective
withacleveruse of space; the
areawasso largeifithad been
coveredintiny detailsyou
wouldn’t have known where
tofocus. This piece wasalso
amajorsource ofinspiration
formycollaged book ‘The
Birdsand the Bees’.|was so
inawe of the linesand shapes
created within Ryan’s cut
outtechnique; | have briefly
experimented with collage
before but not with such
precision. Therefore | wanted
to experiment furtherand
attempttoenhance my method
ofusingascalpel.

fig.35
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N SPITE
OF ALLTHIS,

there wasa partofthe exhibition
which I felt didn’t flow with the
rest. Themainroom ledtoa
smallerroom, which was dedicated
solely to the work of Kara Walker
(previous work fig.36). Unlike the
previous room the atmosphere was
much more subdued, and italmost
feltlikeanafterthought. The walls
displayed arange of black paper
silhouettes, which seemedtobe
lessfocused onthe detailin the
cutout technique and distracted
bythe strange concepts. The main
thing that caught my attention was
thatalot of the silhouettes were
very crude and sinister. This did
notsit well with the much more
uplifting and exquisitely worked
pieces basedaround lifeand
natureinthe previousroom.

fig.36
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fig.37

| have always been more
comfortable working handmade
rather than digitally so this
exhibition was veryinfluential
tome. Itwasrefreshingtosee
somany examples of handmade
crafts. Afterwatching Rob
Ryan’sinterview about his piece
lunderstood that conceptsare
asimportantto hisworkasthey
have beento mydesigns. He
mentioned that his creationsare
always narrative, they have to be
telling some kind of story (in this
casethewordsareincorporated
into theimage) rather thanjust
concentrating on the exterior.
lalsotakeinspirationfromthe
accuracy of hislines, something
that | have beentryingtoworkon
inmy lino prints (for my Rumer

Goddenbookjacketsfig.37,

andthe ‘lostand found’ posters).
Ifound that pretty much every
artistat the exhibition had an
intriguing concept. Again, this
hasbeenone of the biggest
turning points I have hadin my
ownwork - appreciating the
balance of conceptsand final
outcomes.

Ithoroughly enjoyed my trip
to Manchester Art Galleryand
afterwards|feltencouraged
to produce work. Not only did
itmake me wantto experiment
with papercreating collages
and cut outs, butalsotosimply
spend more time and efforton
the processesinordertocome
outwith somethingsomeone

couldadmire.
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NTERVIEWING
ONERS

PRACT

Inorderto pusheven furtherand
getabetterunderstanding of the
Graphicdesignworld, as well
aslookingatotherart, | knewit
wasimportantto speaktosome
practitionersabout how they
approached theindustryand what
steps|shouldtakeinordertobe
successful. Although I have spent
alotoftimeresearching and taking
inspirationthe more prominent
nameswithin theindustrysuchas
Rob Ryan, | decided that | would
like tointerview designerswho are
slightly lessrecognised. Thisis due
tothe factthatIthink the likes of
Rob Ryan have beeninterviewed
andtalked aboutsooftenthatthey
run therisk of becoming too

commercialised. Thereare
somanyinterviews with
designers like Ryan, which
are easily attainable and
somany questions have
been asked thatitwould
be difficulttoget new
information. Soldecided
tolookatthe otherend of
the spectrumandtrytoget
intouch with successful
artistswho are slightly less

familiaryetjustastalented.

Thisalsomeantthat|could
talkto more approachable
individuals with a better
understanding ofthe
situationlam currentlyin.
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KELLY

STEWART

I managedto conducttwo making her drawings come
interviews with practitioners to life withthe movement
withintheindustry, bothwithvery  inherlines.|havealways
different styles, yet both equally takenaninterestinanimals
inspirational to me, the firstbeing ~ myself, taking great

Kelly Stewart-an Australian pleasureinillustrating the
Illustrator, and secondly Penny shapesand textures within
Bhadresa, a Suffolk-based theirforms. I think this has
printmaker. | chose toapproach always been mystrong
Stewartdueto her beautifully point,andregularly crops
expressive styleandinterestin upin mywork without me
animals. However PennyBhadresa  evenrealising. Therefore
caught myattention for her Stewart’sillustrations really
remarkable techniqueinlinoleum  caughtmyattention.would
printing. have loved to conducta

face-to-faceinterview with
her, however unfortunately
thatwas notfeasible asshe
travelsa lot. Despite this
she was happytoanswermy
questionsvia email.

When | came across Kelly Stewart’s
work | was particularly drawn to
heranimal pieces (fig.38), heruse
of colourand expressive line work
isstunning. She hasaway of




THE INTERVIEW

The following are the questions |
presentedto her, along with the
responses Stewart gave me:

Firstly I'd like to ask, how you
firstgotinvolvedinthe creative
industries?

I gotinvolvedinthe creative
industriesbecause | wasvery
interestedinart,and wentalong
tostudyadegreeindesign/
illustration. I have built up my own
body of work and style ever since.

Has your work always been
focused around printmaking?
Andifsowhy?

Noithasn’talwaysrevolved
around printmaking butassoonas
wasintroduced to screenprinting
atuniversity | knewitwasthe

medium for me. Everything

I like to experiment with
image makingisenhanced by
the screenprinttechnique.

I have tried all othertypes

of printmaking but they
don’tsuit my style the way
screenprinting does.

What has been the highlight
of your career so far and why?

One ofthe highlights of my
careerwasadoublesolo
exhibition, all of Paris work,
heldin Edinburgh.|spent
amonthin Paristogetall
thereference material, and
draw up sketchesetc, and
then produced huge original
drawingsaswellasasetof
screenprint editions, all of

Paris cityscapes. My Mum and
sister came over from Australia for
the opening, so that was a definite
highlight.

I love your animal pieces, what is
itabout animalsthatinspire you?

[ love animals, and particularly to
draw them because they have so
much character. Also | think after
drawing architectural piecesit’s
refreshing todraw the organic line.

What and/or who inspires youand
your work as awhole?

I have manyinspirations,and they
changeaslevolve. lusedto like
Jeffrey Smart’swork because it
was quite oftenarchitecturaland
neat, butnow I like John Olsen,
Barbara Rae, Brett Whiteley,

and Fred Williams toname afew.

What aspirations and plans have
youset yourselffor the future?

The aspirations | have for the
future are to continue art making,
to keep developing my style and
tocontinue lovingitas|do now.

What advice would you offerto
someone (such as myself) who
would be looking to getinto the
designindustryinasimilarrole
toyourself?

My advice foryourselfis that
ifyou love whatyoudo, havea
passionforitand dedicationthen
you have what it takes sojust
work hard and stay focused to
whatitisyou love.
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THE INTERVIEW

GONT..

And finally, Which 5 objects
could you not bear to live
without and why?

I wouldn’t bear to live without my
wonderful bookand magazine
collection, filled with masses of
inspiration, for obvious reasons.

lalso couldn’t live without
something to draw with,
otherwise | might goalittle crazy.

Tobehonest possessionsare not
thatimportanttome, | knowlcan
learnto live without ‘things’, but
hot water,good wine and great
foodisamust!

12/12/12

Kelly Stewart gave somereally
stimulating responses tomy
questions. It’sgreat to hearthat
she lovesanimalstoo,and her
passion fordrawing the organic
linein contrast with hermore
architectural pieces (fig 39). She
particularlyinspired my more
expressive chickendry point

prints (Chickitas project fig.40),
aslwantedtobeabletoachievea
similarly playfuland lighthearted
finish. It’salsointriguing to know
whatinspires her,and torealise the
factthateveryartistisinspired by
otherartistsinone way oranother. |
think I have alot of common ground
with the likes of Stewart, as [ too
aspire to develop myown styleand

continue art making,
however for me, | aspire to
gettoherlevel,andbeable
toproduce myartworkfora
living. Inthe future lwould
lovetobeabletotalkto
someone about the highlight
of mycareer,and havea
similarexample to Stewart’s-
holding asolo exhibition
inarenowned city, having
travelled to collect material.
Thatsoundssothrilling,
itreallywould beadream
come true for me. She sounds
like a fascinatingwoman,
and I thoroughly enjoyed
communicating with her.
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BHADRESA

My secondinterview was with Penny
Bhadresa. I recently cameacross her
work online whilst researching to
develop mylino printing skills, and
instantly fellin love with her playful
yet beautifully detailed linocut
technique (fig.41-43). She uses the
perfect balance of expressive shapes
and linesto give her characters that
animated and exciting appeal, all
executed withincredible precision.
Forthisreason|messaged Bhadresa
inthe hope thatshe would be kind
enough torespond to someinterview
questionsforme,inorderformeto
getabetterinsightinto herand her
work. Unfortunately  had the same
issue that | had with Stewart,inthat
sheisbasedin Suffolk, sowas too
much ofadistance awaytodoaface-
to-faceinterview.

However, Bhadresa was extremely
encouragingand messaged me
back straightaway, happyto
conduct ourinterview via email.
She even offered to send me some
cardswith herdesignsonvia
post.lamsogratefulandtouched
thatshetook suchaninterest,
helping meinanyway possible.
Thereis something much more
excitingabout having the finished
productsinyourhandto truly be
abletoappreciate everydetail. It
isalsosignificantto methat not
onlydoes she produce beautiful
printsbutshealsocreates her
work fora purpose (greeting
cards). Thisis something | have
beentryingtofocusoninmyown
illustrations;toalwayshavea
conceptorapurpose.

fig.41

]
‘j.’l‘" -, -- ".I' "l




THE INTERVIEW

Thefollowing are the questions
I presented to her,and the
responses Penny Bhadresa gave
me:

Firstly I'd like to ask, how you
first gotinvolved in the creative
industries?

| wantedtobecomeanartist to
create myownworkand earn my
living by doing that. I made a career
changetoenablethisand was
acceptedontoanartanddesign
degree course (my firstdegreeisin
historyand | hadajobinamuseum
formanyyears).

Has your work always been
focused around linocuts/
printmaking? And if so why?

No. Initially | painted but | was

interestedin printmaking.
ltried etching but wanted
amedium I could work with
inmy own studio without
too much equipmentand
chemicals. | borrowed some
linocutting toolsand started
trying some simple designs
with lino;immediately | loved
thestronggraphic quality
you could achieve. That
suited myapproach, which
hasalways beeninfluenced
by boldillustrative styles. |
liked theidea of beingable to
create limited editions. | also
create work using collage
and mixed media which can
incorporate elementsof my
linoprintingas well.

What has been the highlight
ofyour careersofarand
why?

Itisalways upliftingwhen
yourworkissought after

by others, sosellingto
appreciative buyersisagreat
spurto creativity. Knowing
thatyourwork brings so
much pleasure to people
iswonderful. Having some
of mydesignsreproduced
ascardsbyArtAngels
Publishingand knowing
that potentially thousands
of people will see them, has
beenveryrewardingas well
asbeingafantasticway of
having my work publicised.

fig.42

What has been the highlight of
your career so far and why?

Itisalways uplifting whenyour
workissoughtafter by others, so
sellingtoappreciative buyersisa
greatspurto creativity. Knowing
thatyourwork brings so much
pleasure to peopleis wonderful.
Having some of my designs
reproduced as cards by Art Angels
Publishingand knowing that
potentially thousands of people will
see them, hasbeenveryrewarding
aswellasbeingafantastic way of
having mywork publicised. Also
seeingyourworkin printisagreat
thrill, so being commissioned by
BBC Gardens Illustrated Magazine
toillustrate Carol Klein’s series of
articles wasvery exciting.
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THE INTERVIEW

GONT..

Do you mainly produce work

for exhibitions or do you

ever work on commissioned

pieces?

| create my work mainly for

exhibitionsand tosell through
galleriesoronlineand | prefer
todothat.Aslsaidinanswer

tothe last question, | have
done commissionsand they

canbe nicetodobuttheycan
alsotie upyourcreative time,
especiallyiftheyare ‘ongoing’

and thiscanbe detrimental

to producing new work.Asan
artistitisimportantto methat
I have enough free time to work
through myideasso fresh work
canbeproduced.Sol preferto

earnmy living like that.

What and/or who inspires youand
yourwork as awhole?

laminspired by many British
artists ofthe 20th century
whorespondedto landscape

and soughttoevokeasense

of placeintheirwork. Often
these artists worked in different
media - painting, printmaking,
collage, design, graphicarts
andillustration. lam thinking of
artists like Eric Ravilious, Edward
Bawden, John Piper, Henry Moore,
Ben Nicholson, Lucienne Day.

What aspirations and plans have
youset yourselfforthe future?

Toalways be seeking to experiment
andtryoutnewideasin mywork.|
like to concentrate

onaparticularplaceandtryto
evokeitindifferentwaysin my
work. Often this will be to do with

my response tolandscape or nature.

What advice would you offer to
someone (such as myself) who
would be looking to getinto the
designindustryinasimilarroleto
yourself?

Be prepared towork hard! Be
determined. Have confidence
inyour‘voice’asanartist but
always be prepared todevelop
yourselfand learn new things.
Bevisuallyand critically aware.
Strive forexcellenceinallyoudo.
Be organised with yourtime and
working environment - artists have
tobe ‘businesssavvy’.

And finally, which 5
objects could you not bear
to live without and why?

Toodifficultto providea
meaningfulanswer. Objects
could beindispensable on
somany levels - aesthetic,
practical, sensory, work
based.....lwouldn’t like to
be without a lot of things
in my studio,inmyhouse
ormygarden! Iflowneda
JohnPiperprintldaresay|
couldn’t bearto be without
it,butldon’t!

17 February 2013



THE IMPORTANGE OF THE

HANDMADL

Asyoucansee PennyBhadresa designindustryasthereisso
wasincrediblyaccommodating much competition. Againit
withthisinterview,sheanswered isinterestingtofind outwho
every questioninsuch detail inspires her, | have also been
that|feel like I have really got inspired by Henry Moore’s

minorityitisstill possibletosucceed  thethoughtshe putintoher
and eveninspire others. Overall this responses. She sounds like a
whole experience of speaking to remarkable womanand | would
practitioners hasbeenacompletely love to be able to meet her

new one for me. Ithasbeenvery inpersononedayinorderto

to know her. She has definitely sculptures, particularly for exciting gettingin contactwithsuch  trulyhearherstory. Inregards
helped meinachievingmygoalof  mycollaboration project with amazinglyinspirational peoplewith ~ tomyownwork, | have taken
understanding herand her work Architectstudent Jack Dooley. similarintereststo myself,and has alotofinspirationfromthe

more clearly. | think Bhadresa has
hadaverydifferent careerpathto
Kelly Stewart, as she used towork
inamuseumanddidn’t pursue

her passionfortheartsuntil later
inlife. I think this means thatit
was a big gamble for Penny, so

| appreciate heradvice of being
determined and working hard,
asyouget nowherein life being
lazy. Itisallabout putting yourself
forward, and pushing yourselftodo
things, particularlyin the graphic

Furthermore | love Edward
Bawden’s prints, | have tried
touseasimilarstyleinmylino
prints with large blocks of
colourand expressive lines.

I'thinkitisinterestingto note
that | have beendrawn to female
illustrators, wheninactual
factfemalesare the minority
inillustration. This gives me
hope,asitwasacomplete
coincidence butit showstome
thateventhough womenare the

definitely given me hope for the

future.lbelieve that bothinterviews

werevery successfulindifferent
ways; | liked hearing about Kelly
Stewart’s solo exhibitionand her

attractiontothe organic line. However
I'think | felt mostinspired by Penny

Bhadresa, she taught me thatno

matter whatage you are or what level
you are at, with some determination,

successwithintheindustryis
achievable. Furthermore, I really

treasure the cards she sentme, andall

techniquesandstylesused
by these women, however |
stillwantemphasisonthe
concepts. Therefore lamtrying
touse similar expressive lines
and bold coloursetc. yetapply
themtothe contextsofthe
projects | have been working
on.Inparticularthiswork has
inspired mylino print work,
suchasmy ‘lostand found’
posters,andalso my Rumer
Godden bookjackets.
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THIS YEAR
[ DISCOVERED

apassionforLinoleum prints
(fig.44); | believe thatthe style
isextremely suited to me and my
work. | fleetingly experimented
with lino printsinsecond year but
didn’t properly develop my style
and technique until thisfinal year,
starting with my prints for Rumer
Godden’sbookjackets. | choseto
create each print only usingone
layerofink therefore | wasrelying
solelyon the detail within the
lines. This meantthat the focus
was the technique, and helped me
develop and perfect my skills. This
project has been ongoing for some
time due to the fact | kept putting
ittothe side, thenreworking the
designsas myskillsand knowledge
forgraphicsimproved.




Initially myideaforthis brief
camefromatriptothe York Art
Gallery. I found myself majorly
inspired by agrand stuffed
peacockinthe centre of one of
the exhibition rooms. | knew

I wanted to do some kind of
Peacock work, but I recognised
my mistakes from last year,
and hadtotryand comeup
withastarting point. At first

I made some printsbased on
theideathat peahen’s getlost
inthe shadow of peacocks,
andtheimportance of sexual
equality. In spite of this | still
founditdifficult to determine
what directionitwas goingin
and what myintentions were,
soldecidedtolookatitfroman
alternative perspective. |

apprehended that|was
heading towards work that was
allaboutthe final outcome
with no definitive reasoning,
and | knew Il didn’t wanttofall
inthattrap.Solwentback
totheresearchandthought
aboutthe Indian background,
this lead me to Rumer
Godden’sbooks, in particular
‘The Peacock Spring’ Godden
spentaperiodof herlifein
India; consequently thereisa
running theme of India within
hernovels. She has written
oversixty books, solfelt that
five covers would be suitable
asacollection (fig.46-51). Any
more thanthisanditwould
becometoo expensive,any
lessandit wouldn’tseem

like a finished collection. These
books aretitled The Peacock
Spring, ‘Coromandel Sea
Change; ‘Kingfishers Catch
Fire, ‘The River’ and ‘The
Greengage Summer’Theyall
have atheme of nature, which
isanaspectof myillustration
work | have always taken great
pleasurein. Havingread part of
‘The Greengage Summer’ | also
became aware of theimportance
of nature within her writing. The
extensive descriptions of the
natural surroundings make you
almost feelasifyouwere there.

I could envisage exactly how the
greengagestasted, eventhough
[ have never sampled one myself.

THE GREENGAGE
SUMMER

fig.45

Having held one of Godden’s
booksinmyhand,and beenable
toseewhat hercurrent covers
are like (fig.45) | decided | was
quite proud with my finished
outcome. Itwasthefirsttime
throughout this course that |
feltmyworkactually had areal
objective and could even be
purchasable whilst keeping
with my style and passion. |
think thatthe current coveris
toodated and doesn’t stand
outfromthe crowd, whereas
myjacketsarealot more
contemporary with one colour
eachinordertokeepthe
audience from being distracted
fromthe strikingimages.
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fig.46

Coromandel Sea Change

The Greengage Summer

The River

_The Peacock Spring

~ Kingfishers Catch Fire

Rumer Godden

Rumer Godden

Rumer Godden

Rumer Godden

Rumer Godden
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[THINK MY
STRENGTH LIES

withintheintricate detailsin
thelinework of these prints
(fig.52).1took greatinspiration
from ‘The First Cut’ exhibition
in Manchesterforthisaspect
oftheimages, as | attempted
toachieve alevel of complexity
thatwould catch the attention
of others, justastheworkin
Manchester Art Gallery did
formyself. The peacockis my
favourite printasitissostriking
duetotheelaborate detailsin
the-~feathersandthe focused
layoutdirecting the viewers
eye flow from top to bottom.
Howeverasthe original print
wasn’tintended asabook cover,
compositionally I didn’t leave
enough space for the title,
meaning once the title was

added it looked slightly
overcrowded. Therefore this
image had to be altered digitally
and | have tried toimprove on
the compositionsin myother
covers.

Asmentioned previously it
took me quite sometime to
finalise these covers (examples
fig.53-56). Initially | had wanted
allthe coverstobethesame
colour combination.lwas
going to use eithergold and
black, orblack with subject/
colourappropriate patterned
backgrounds. | loved the
distinctive and original style

of the patterned backgrounds,
however with the addition of the
titlethe compositions became
too complicated, with no direct

eye flow. Furthermore the
extremenessofthe black gave
amore sinisterlook to the
book, which, eventhoughit
hassomedarkaspectsinthe
storyline,isoverall quite light
hearted. | also thought that
the gold enhanced the Indian
theme which runs throughout
eachnovel, nonetheless|soon
noticed that|had becometoo
fixated with theintention of
acollection;theyare much
more eye-catchingand stand
outasindividualswhenthey
each have theirown colour.The
colours|selected forthe final
designsare subtle to heighten
thatfeeling of nature, and have
analmost 1950s quality giving

fig.52

thema much more sophisticated
finish. Additionally|
experimented with usinga
typewriter for the text, which |
thenscannedinand developed
on Photoshopinorderforeach
titletobe unique. lwantedto
have thathandmade look to
complimenttheimages, although
itlooked a bittooclichéand
untidyso | decidedtouseabold
‘Boton’ fontinstead, to give it
amore professional looking
outcome. Personally | consider
the kingfisherto be the most
effective composition, due to the
relationship betweenimage and
text, itismuch more balanced
than ‘The River’ forexample.
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Kingfishers
Catch Fire

Rumer Gadden

Kingfishers
Kingfishers >
Catch Fixe : Catch Fire

Rumer Gedden Rumer Godden

figs.53-56

‘Ahaunting tale... the whole
book burns with the beauty
and poetry of a matchless
landscape, but the human
side of it is wry, delicate
and ture’ - Daily Telegraph;

‘One of our best and most
captivating novelists”
=Philip Hensher

Margaret Rumer Godden was

born Dec. 10, 1907, in Sussex,

England. She was nine months

old when her family moved to

India, where her fatherrana

shipping line. Her works are a - -
powerful blending of the cool Sophie, a young English woman with two children, goes to Klng’ fls he IS
English blood in her veins and setup home in fabulous Kashmir, finding a tumbled-down

the hot India sun under which house in a valley carpeted with flowers below the Himalayas. =

she lived for so many years. Settling down to live there she is blissfully ignorant of the at c 1 re
turmoil that her arrival produces. Sophies cook is finally

Showasthe aut.hor of fnore prompted to take action and the consequences of his innocent

T (e ¥ i ey plotting are catastrophic.

novels, short story collections,
0 "123456"789012

a1 yoje) sxoysybury

Rumer Godden

poetry, plays and non-fiction.
She published her 21st novel,
“Cromartie vs. the God Shiva,”
in 1997. Rumer Godden died
November 8, 1998, in Thornhill,
Scotland, at the age of 90.

uappoy Iawny
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| carried on with thislino
printing technique for

the Nandos menu cover
competition. I spentalot of
time working on the basic
compositions of my prints; due
tothevastcommercialisation
ofthe Nandosbrand and style
I knewit would be difficult

to create something suitable
yet excitingand original.|
soondecided that | wanted
torepresentthefeelandthe
passionintheatmospherein
Nandos restaurants within my
design. After someresearch

I realised that thisambience
was due to the family friendly
approach, with conversations

flowing and afeeling of
contentment throughout.
Forthisreason|decided
totryandrepresent
these different

flowing conversations
accompanied with
uplifting music beats
withabold brightand
expressive print. [ think
thatthefinalillustration
hasachieved thisgoal,
therefore due tomy
confidenceinthe print|
alsodecidedtodisplayits
versatility by presenting
thesame designasafull
wall piece (fig.57).
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Whenitcametomy ‘Lostand
Found’ posters|used the same
approach, with a detailed linocut
technique. Althoughas | had
become so comfortable with
printing | decided that | wanted

to pushitastepfurther,and add
differentlayers of colour. | think
the use of colourisakeyaspect of
these postersastheyare meant
tobeindividual pieces that would
most likely be seen separately, so
they neededto be eye-catching. |
alsowanted touse these coloursto
emphasise the contrast between
the black and white text/outline

andthe mainimage. Thiswasavery

time consuming process butitwas
worthitintheend,asthe prints
stand outontheirownaswellas
being partofa collection (fig.58).




Takinginspiration from ‘The First
Cut’ exhibition, aswellas Nandos,
I decided to create abook made
solely outofdry point prints (a new
process | discovered this year).
Thisbookis partofacollaboration
with Fay Allbright, consisting of
twoillustrated stories each;all
based around chickens (four stories
intotal),and arange of Nandos
chickenrecipesagain with our
illustrations. Due to therelaxed
and lighthearted nature of the book
combined with the textured style
ofdry point prints, | decided to
create quite simplisticillustrations
(fig.59). lused an almost child like
approach, withimperfect linesand
imaginative shapes. | think these
prints have been quite successful
astheystill have that level of

maturityin the overall
compositions due to the use
oflinesand space. Originally
I'had planned to only produce
adigital copy of the book,
however | decided due to

the quality of the original
printsandthe contrast
tothedigitally enhanced
versions, thatthiswasthe
perfectopportunityto
indicate the differentiations
between the two (fig.60-63).
Therefore | have adigital
book, whichincludesallofthe
collaborated work, whilst the
original printed book contains
only mytwo stories. Itis
intriguingtoseethatthereis
suchahuge contrast between
the two, both with theirown

figs.59

attributes. The original book hasimperfections,
which enhancestheillustrationstyle givingita
quirky charm. This combined with the Somerset
paperadds textureandinterest, makingyou
want to physically pickit up. Howeverthe digital
versionis much more commercially saleable,
with the bold coloursand precisioninthe details.
Thedigitalversion could also be mass-produced,
whereasthe original version could only be
availableinacertainamount of editions. Again
both of these possibilities have theirassets,
asmass productionraisesawarenessas well
asbeing more profitable, nonetheless hand
printed editions mean each would be unique and
therefore morevaluable.

Inaddition to this we combined both digitaland
handmade qualities to the text (the same type

is used for bothversions ofthe book), using a
scalpeltocutoutallthe letters, which were then
scannedinto bedigitallyenhanced and placed
into appropriate compositions.
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Chickitas

Fiona Couling and Fay Allbright

So Mr Chicken
managed

to get to work-

waking

everyone else

ip]

e

figs.60-63

One day,

Mr Chicken

stayed up

all night

making a nest.
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PRIVR TO
ONTVERSITY

I worked solely within handmade
crafts, and neverdared toventure
into the digital domain. I think
thiswasbothablessinganda
curse, it pushed my hand drawn
illustration skillstoalevel of
maturity, yetat the sametime
neglecting computersinstantly put
my work behind those who worked
digitally (whichis the majority

of graphicdesigners). Thiswas
something that hit meinstantly
as|beganthe course.Quentin
Newton (2007, p.116)-~-remarked
that ‘What the computerdoesisto
unify processes, vastlyincreasing
the designer’s power. | think
thisstandsouttome,as|know|
wouldn’t have agreed with this

thisstatementafewyears
ago.lunderstand the beauty
of handmade crafts, and
[thinkthereissomething
particularly specialaboutan
original print. Furthermore
tosome extent|dothinkit
issad thatthe old traditions
are getting pushed out due
totechnology. However |
now know thatin a lot of
circumstancescomputers
canenhance yourworkand
vastlyimprove your time and
efficiencyinawidevariety
of different ways. | have
tried to utilize both methods
throughout my practice. As
wellas my ‘Chickitas’ book,

thisisalso made clear
withinmy ‘Lostand Found’
posters. As mentioned
previously the postersare
lino prints createdin layers
ofatleast three different
colours each;thereforel
thoughtitwasimportant
tokeeptheoriginal prints
asthefinished posters.
Howeverinadditionto this
lalsoscannedtheminto
digitally createarange of
fliers, whichagainis more
commerciallyappropriate
asitwould effortlessly
enable mass production,
something whichisvirtually
impossible otherwise.

In my project ‘Inloving memory of’

| wanted todirectlycombine the
two fields of digital and handmade
inanincredibly obvious way.
Although the entire book was
printed digitally each page consists
ofaphotographtorepresentthe
digital side, and some kind of street
rubbing (fig.64) torepresent the
handmade. I think this contrast
isalmost metaphoric,inthat

the photographs ofthe streets

are practical yet empty, with the
rubbingsadding a more personal
touch;justasllike to use the digital
necessitiesasatoolorbasisto
enhance my handmade work.
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THE IMPORTANGE OF

[AL

Whenit comestothedigitaltools|
have predominantly been working
with InDesign and Photoshop.
Photoshop hasbeenanessential
tool principally for neateningand
organising myimages- brightening
colours, fixing mistakes and
general tidying. Michael Perry
(2007, p.12) stated that ‘the
computer makesitincredibly
easy fordesignersto be totally
process-driven when working by
hand, knowing that they canuse

the computertoeditandassemble’.

Thisisthe exactthought | have

had with my work, forexampleif|
marked a print | knew it wouldn’t
have to bereprinted | just had to fix
iton Photoshop. Ithasalsobeena
usefultool forreworking

compositions, now | can
easily move thingsaround
tosee where things sit most
effectively without having
torecreatetheimage each
time.

I have dabbled with
Photoshopinthe pastso

I had abasic knowledge
atthe beginning of this
year, which I have now
developedfurther.In

spite of this | have had to
work from scratch with
InDesign, which has been
problematic, nonetheless
amajor breakthrough.
Understanding InDesign has
inturnsupported mygrasp
oftypography, layouts

A

|

fig.65

and compositions. | have begunto
acknowledge theimportance of space
withina page, and howit can give the
audience aneye flow leadingontoa
focal point. Inaddition to this I now
have a clearerunderstanding of how
type works- which typefaces work
bestinwhich situationsand also the
importance of hierarchies within type
(fig.65). | can now also appreciate the
factthattype canbecomeanimage
withinitself,and hasawiderange of
possibilitiesin whichyou can express
your creativeness.lamfarfrom perfect
whenitcomestotheseaspects of
graphicdesign, however | thinklam
headedintherightdirection, with

my basic knowledge and my skillsin
illustration I may be able to produce
some excitingworkin the future.
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fig.66 & 67

| believe | have learnt far more this
yearthanlhadinthe previoustwo
years, not because of the course
itselfbut simply duetothefact
thatittookthe firsttwo years or
sotofind myfeetand figure out
exactlywhere | wanted to gowith
my work.Once | had started to
understand where my practice
liesitwasthenaloteasierforme
totake theinitiative and begin
tofocuson howtoimprove. This
led me towork onthe concepts,
aswellasmy printing skillsand
thoseall-importantdigital tools
thisyear. | believe these three
factorsare nowthe core of my
practise- concepts, handmade
work, and digital additions.

I havealsolearntabout
collaborating thisyear, |
now know thatitcan be
difficulttoagreein certain
situations; consequently
things tend to move at
aslightly slower pace.
Howeverincorporating
someoneelse skillsand
ideas with your own work
canresultinsomething
much more fruitfuland
rewardingwhenitcomes
tothe final product (fig

66 &67).1enjoyworking
bothindividuallyand
collaboratively; I think this
isimportant,as|mayhave
todobothinthe future.

114



4

House

Home

FINANCIAL TIMES MARCH 23/MARCH 24 2013

h o But I would argue there is possibly %
another driver, one I'd describe as
T e OUS an the burden factor. D"\
Consider the old saying which
asks, do you really own your house, [
or does your house own you? It
stock S
that can be associated with property
. . ll ownership. It explains how at some
point, o ‘more houses - or even
exchange 35 e
yml hup'p\e'r
struggling to get on to the
pmpeny ladder might think this a
m’ewslemux suxsmmn Hnw c.n
/one have too many h
We'll yes. But nms why khe trend
is so interesting ec
A house that sits empty ne'ver
real:has its full potential. It is,
ly, economically inefficient.
II Lhcre are burdens attached - think
upkeep and utility costs, security
nsk, taxes, depreciation exposure and
| the restrictions associated with bei
pvrsnnal utility. Even if rents are
gathered, more often than not
they fail to wmpensate for the
a’sBut here lles the ‘economic genius
of home exchanges. These swaps not
only unlock the unused utility of
empty properties, they leverage the
potential of an existing house.
against a global inventory of housing
stock without the cost or additional
‘burden usually associated with
Fiona Couling | accumulation.
t any given moment how is happening in the housing market accurate figures for total swaps are 'This is important because the
many houses and flats in in terms of these relationships. hard to come hy because the | desire to accumulate property has
the world do you think 1 refer to the rise of home exchanges are informally structured. been a driving force in economics
stand unoccupied? It’s almost | exchanges, and in particular their Since 2009, the company says it has from the year dot. Not only are
impossible to estimate. But it is an growing popularity among the experienced a burst in both property, rights deeply entrenched in
important qnestwn to consider given | wealthy - a fact that suggests the ‘membership and competition. the capitalistic system, they've
that the internet is making markets | trend is about more than just the ame is true of nvnl site Many forever been associated with benefits,
smarter at unlocking and hnnglng incentive to save money. Indeed Exclusive Exc] i ns.
value to this sort of “spare” upauty new type of pareto efficiency could specialises in pmpert‘les va.l led L'llents are The fact that affluent property
In economic theory, there merging in the housing market, ‘between $1m and $10m, from chalets . owners are choosing to collaborate
| something known as uumy "The idea | one built around trust and the smart | in Aspen and Parisian pieds-d-ferre to motivated | and exchange rather than
represents the degree to redemption of existing spare capacity | Caribbean retreats and Shanghai b h t l umulate !epre§ents a nvtnl?le
amzt or good is meﬁenvd re]ntlve to | as opposed to ongoing accumulation. | apartments. The company’s owner, Y notel economic shift. It's the first hint that
thers and the degree to which it While the idea of swapping your Carr, says membership rose f(‘lt?g?w the man who has everything desires
saﬁsﬂes the cons\lmer ‘The more a ‘home for another without handing re than 38 per cent u.l the year not more assets but less hassle and
is consumed, the greater its over money is not new, the trend afcer the financial c and the ‘more variety.
lmhty ‘becomes. But the more of a does seem to be accelerating. In Carr’s opinion the mouvuhon for . The trend shows that the market
good is consumed, HomeLink - a UK-based home many of her most wea.llhv clients to desLTe to ls gemng better at redeeming unused
each additional unit becomes - a exchange company that claims to engage is linked mostl ‘capacity on volllllm.ry terms
dsnmusmng phenomenon known as | have been offering the servie | for experience, hotel (n'.igue and the | ez‘paﬂd the to
auadii) M itility. more than 60 years - has mc desire to expand the reach of a fixed '}L
B The seauticlayateit floe &0 13,500 members worldwide, oﬁenng ssmement ‘home. The trend, she says, | /€LC of a
Izabella Kaminska maximise utlity on all fronts - it | properties that range from two- s also very popular amon the baby- i
e e I e s "°§";t e ek i
Per: spectwe e s St s as pareto Sfncioncy.. | membership agreement reprosents up | enjoy a holiday home lifestyle without i | Lzabella Kaminska is an FT
1 think something very interesting | to two to three swaps a year, though | releasing equity in their homes. hoﬂw Alphaville reporter
[think my portfolio shows a wide array of
Gk 4 work, hopefully thisopensthe doorto more
night Frank el s
9 possibilitiesin the futureas|canshowa
range of skillsand styles. Thisisalso why
[thoughtitwasimportantto show how!|
would workif | were commissioned to do one
offillustrations (whichis probably the most
likely possibility) for 7he Financial Times (top
leftillustration fig.68).1am not particularly
drawnto the subject matter within 74e
Financial Times, whichiswhy | chose to
representthat newspaper;|wanted to show
that lwould work on whatever subject matter
isnecessary. Personally | believe | still have
‘ ; alongwaytogoin preparation forworking
Escape the chill and discover home within theindustry. ho Ifeellh
ownership at Zemi Beach, Anguilla. Yy, howeverlitee ave
improved agreatdealinthe last few months.
28 beautifully finished penthouses and beachfront residences . . .
available to own at this unique boutique resort on the shore | ame n] Oy] n g Creat] n g th ewor k an d I h ave
of Shoal Bay East, created by New York’s most revered developer. h l . f h
amuch clearerview of what my practiseis
Live on ‘the world’s best all-round beach’™ C?hu Ecthlef\f/e [’ Frgnﬁﬁp Atlpfs hickd A ihe a0 y p
is hotel offers a wonder location from which to enjoy the m 143
of pistes that makes up Les Trois Vallées ski area. Set over 5 floors the hotel a b 0 Ut an d w h ere ]t 1S h eade d . l I-O 0 k fOfWa rd tO
Prices from US$2m to US$3m provides 39 en suite bedrooms, open plan lounge, bar and full restaurant .
and kitchen facilities. Coupled with an ideal location for the slopes and whatthe future brin gs,w hateverthatm ay be.
lifts at the centre of Courchevel, the hotel provides an excellent alpine
1.917.300.0566 | 1.264.235.1879 investment/redevelopment opportunity. 116
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