
show and tell

central saint martins 
degree shows one and two 2017 



Introduction from Jeremy Til l ,  Head of College
CSM Come
designing no identity

SHOW ONE

alternate realit ies 
Juliana Dorso TAKE FIVE

Michelle Yasuda INTERVIEW

Realf Heygate TAKE FIVE

the rest is history
Ebony Francis INTERVIEW

Lucie McLaughlin and Eleanor Strong TAKE FIVE

Levi Naidu-Mitchell  and Adam Patterson INTERVIEW

Tom Coates TAKE FIVE

ready to assemble
Dejan Mrdja INTERVIEW

Simona Sharafudinov TAKE FIVE

Maria Macc INTERVIEW

Sally Gorham TAKE FIVE

4
6
8

12 
16
18
20
22
26
28
30
32
34
38
40
42
44

54
58
60
62
64
68
70
74
76
78
80
84
86
90
92
94

96
98

contents

SHOW TWO

beyond borders
Adam Paroussos TAKE FIVE

Kaye Toland INTERVIEW

Berto Valló TAKE FIVE

virtual reality check
Ellen Nyqvist TAKE FIVE

puncturing power
Mimi Forrest TAKE FIVE

Alice Duranti  INTERVIEW

Christine Lew TAKE FIVE

mind matters 
Lena Peters TAKE FIVE

from trash to treasure
Ruby Parker TAKE FIVE

Annya Mutia Suhardiv INTERVIEW

Sam Gull  TAKE FIVE

one year on: Sarah Craske
MullenLowe NOVA Awards



May and June 2017, when our end-of-year 
shows went on display, was a febrile time in  
the world. It was one year on from the Brexit 
referendum, six months into Trump, the time  
of an unwanted election in the UK… and so  
on. It would have been strange indeed if the 
work from Central Saint Martins students did 
not respond to these conditions. Sure enough,  
the shows were the most outward-looking ever.  
Our students used anger, humour, criticality, 
sheer verve and much more to express them-
selves in relation to this social and political 
landscape. At the same time, they made stuff 
which was technically adept and full of the  
virtue of beauty (a word that is sometimes  
lost in the noise).

The other marked trend was the ever-increasing 
merging and crossing of disciplinary boundaries. 
Thus the opening of the fine art show, full as 
it was of performance and impromptu events, 
took on the character of a carnival rather than  
a static exhibition. And in the design show, it 
was sometimes difficult to know which course  
a project belonged to. This is all to the good, 
reflecting as it does the hybridisation of action 
in the professional world beyond. 

It is fantastic to have so much of the work  
captured in this review. Over the years we hope 
these collections will provide an essential in-
sight into the changing preoccupations of one 
of the world’s great art and design institutions. 

Professor Jeremy Till,
Head of Central Saint Martins 
Pro Vice-Chancellor,  
University of the Arts London

introduction
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designing no identity
Combining restrained visuals with blunt commands, 
this year ’s Degree Show identity has been created  
by third-year BA Graphic Design students Lorna Searl 
and Joseph de Weijer.

What drew you to the design competition 
for the Degree Show identity?
LS:  We’re both on the Moving Image pathway 

within our course and it means we don’t  
do traditional two-dimensional graphic 
design often. So, the degree show was a 
good opportunity for us to work in that way –  
I was really eager but Joe was more reluctant.

JdW: As soon as the brief was mentioned I just 
thought that it sounded unfair to brand 
everyone under one image. 

LS:  Then the question was how do you comm-
unicate something by showing nothing?  
We were stuck for a good while until we 
stepped back and asked what’s the point  
of advertising and branding? Why does it 
exist? Well, for people to come to the show.  
I remember when we got the idea – it was  
a split-second thing.  
Initially, I was reticent to present it. I’d seen 
the other groups who had created some 
beautiful work and all we’d done is type 
“come” into Adobe Illustrator – I was feeling 
slightly guilty.

Essentially, it’s the “no identity, identity” 
which means you have to be sensitive 
to every design choice and any kind of 
embellishment?
JdW:  Yes, it’s been a very careful operation 

because it’s so easy to cross the line into 
something needless. We stick to Helvetica 
Bold in lower case and with a bit of spacing 
it starts to define itself visually.

The identity is sparse but that doesn’t 
necessarily make it easier to execute?
LS:  Exactly. When they saw the design, everyone 

was saying “it’ll be super easy for you” but 
because it’s so simple, everything has to  
be perfect.

Has working on the Degree Show had an 
impact on your individual work?
JdW:  It’s ruined me! Now we’re both Helvetica  

Bold people
LS:  Definitely. I’ve been looking back over my 

work now and think “what’s the point of that 
line?”  or “what’s the point of this colour?” 
This design fits our personalities. We’re 
direct, honest. I’m quite serious, whereas  
Jo is more chatty.

JdW:  That’s what’s important with the design, 
there’s seriousness and humour at the  
same time.

You’re graduating this year, do you have 
plans for the future?
LS:  We work well together so we’ll see how it 

goes but we want to get straight out there. 
Working on the Degree Show hasn’t simply 
been a learning experience, it’s got real world 
impact and that’s been good for both of us. 
It’s been a definite confidence boost.

“you couldn’t 
encompass  
the entire 

Degree Show 
in one image, 

so if you 
can’t show 
everything 
then you 

have to show 
nothing.”

up and coming

come

 come,
again



come
Show One, 24–28 May 2017.

From the slightest glimpse to the loudest 
roar, Show One celebrated the voices and  

visions that will forge the future of fine art.

COURSES FEATURED: 
BA Fine Art, MA Art and Science,  
MA Fine Art, MA Photography and MRes Art: 
Exhibition Studies, Moving Image,  
and Theory and Philosophy.
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There’s an installation in Show One that turns the degree show 
into a Russian doll  of  sorts.  Stepping into MA Photography 
students Ben Marland and Timo Baier ’s collaborative work, 
visitors experience a Virtual  Reali ty (VR) replica of the room  
in which they are physical ly standing, complete with versions 
of their fel low students’ work. However, this virtual space is l ike 
no other as the building soon starts to erode around the user 
unti l  they are left  in a post-apocalypse where humans are gone 
and the only remnants are the works of art.

“What remains of a culture through time is its art. It tells the story of socie-
ties past,” says Marland. The idea was inspired by the artistic tradition of 
the ruin, specifically a painting of Sir John Soane’s Bank of England as a 
ruin painted on the eve of the building’s completion. But with the introduc-
tion of VR technology, the dilapidation happens around the viewer, in front 
of their very eyes.

There is, of course, an in-built sense of humour here too, as Baier describes: 

“I think it ’s funny that we talk 
about art outl iving ourselves and 

make that the topic of our work 
but once you unplug ours it ’s not 

even perceivable anymore.”

Exploiting VR’s characteristics has been central to the 
collaboration. “We’re given the power of god, we can 
make things happen that wouldn’t be possible in the 
real world,” says Marland, “VR has made its big debut 
in the arts scene but people are interested in the tech- 
nology itself and not what it can give us. Painting gave 
us these representative abilities already, so the impor-
tant question is what can VR do that painting can’t?”

A particular concern for Baier and Marland was the 
isolating nature of the medium which often leaves one 
person wearing a headset transported into their own 
world with the rest of the audience entirely cut-off.  
The plan for Future Retrospective is that spectators 
will be offered glasses, so they can see what the 
protagonist sees, making the installation a shared 
social experience.

Here VR functions like a memento mori, reminding us 
of time’s march and our own insignificance, but the 
work can also be interpreted as a mechanism to escape 
current realities. Reflecting on the popularity of the 
ruin in late 18th century art, Baier says “Romanticism 
appeared at the beginning of the rise of nation states 
and that period saw a lot of conflicts in Europe and 
somehow it feels similar now. The idea of nationalism 
is here again, almost graspable.”

alternate 
realities

Ben Marland and Timo Baier
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Questions of truth and fiction aren’t reserved for 
photography. Nathaniel Faulkner, BA Fine Art, 
presents two monolithic sculptures in Show One: 
the first a replica of IBM’s Deep Blue computer that 
beat chess master Garry Kasparov in 1997 and the 
next a replica wall from a scene in from Star Wars.

Deep Blue came from Faulkner’s interest in the 
stories of cargo cults in Melanesia where native 
societies interpret Western goods for ritualistic 
purposes. So stands Deep Blue, a monolithic sculp-
ture in black powder-coated steel, part-replica, 
part-relic and part-totem. The machine aesthetic  
is immediately undermined by a look around the 
back, a bundle of Christmas lights sello-taped to 
the perforated steel is in fact what gives the object 
its seeming sentience.

At its root, Deep Blue is an impressive exterior with 
an almost-pathetic interior. For Faulkner, this stark 
juxtaposition is central, reflecting his own questions 
about the value of knowledge. “It has to do with the 
construction of a scientific fact,” he says referencing 
Bruno Latour’s writing as a key influence, 

“organising the natural 
world, even if  that’s not 

rooted in our science, that  
  has a value of i ts own… 
There are social factors  

at play during the construc- 
t ion of scientif ic fact 

because they are displayed 
as pulled out of truth.  

As though they come from  
a golden place. There’s  
no fact that is separate 

from its fabrication.”

The questioning of fact may feel de rigeur in a post- 
truth era. These works serve to emphasise both  
the subjective nature of our lived experience but 
equally the precious collective nature of reality.

Reality is a recurring theme in MA Photography 
as the medium itself confronts the viewer with 
the friction of the real and unreal. Ben Lansky, 
MA Photography, plays with perspective and 
motion within photographic images to, as he 
describes “help us imagine a reality in which 
the sun orbits the earth, windmills rotate the 
ground on which they stand, and a simple coin 
toss can turn us upside down.”

In his playful work, our perceptions are ques-
tioned. Using familiar imagery, capturing paint-
ings on walls in the National Gallery for example 
(with an honourable mention given to Holbein’s 
infamous optical illusion The Ambassadors), 
Lansky pushes and pulls the known into the 
unknown.

In a film installation, he uses footage found on 
YouTube where objects move through the frame, 
from planets to gymnasts, and he re-stabilises 
the image so instead the frame moves around 
the object. It’s a disorienting effect and one 
that, again, takes the familiar and transforms  
it into something alien, untrustworthy even. For 
Lansky, that is partly the point:

 “We’re so used to  
photography. We take it  
as truth but we manipu-

late it .  I t ’s a single point 
perspective showing us 
one truth when actually 

there are many.” Ben Lansky Nathaniel Faulkner
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BA Fine Art student Juliana Dorso describes herself as “a visual 
poet and painter inspired by the writings of Virginia Woolf, explor- 
ing territories, memories and people”. Her Degree Show work 
explores Woolf’s A Room of One’s Own, taking the author’s 
assertion that, “to have a room of one’s own is to have the right 
and the possibility to be independent and have a place which 
belongs to you to live, to write, to think”.

Titled A Rabbi, An Imamah, An Reverend and Their Wardrobes, Dorso’s  
project creates “pictorial spaces that can speak, walk, present for them-
selves.” Inspired by interviews she conducted with three European religious 
leaders: the Rabbi Delphine Horvilleur in Paris, the Imamah Sherin Khankan  
in Copenhagen and the Reverend Rose Hudson-Wilkin in London, Dorso 
designed an outfit and three paintings for each.

While making, she was struck by the notion of representing three powerful 
women. “I decided to create oversized mannequins to express their functions, 
without faces, and the ambiguity of it: they could be a scared or reassured 
symbol depending on who is looking,” she says. “This European ecumenical 
feminist project is a glance on a religious minority less visible in the public 
sphere while the extremist one is over-represented.”

The London of Virginia Woolf  – The first 
place that inspired me was a fictional one.  
I read Mrs Dalloway when I was nine and it 
deeply transformed the way that I see the 
world. As I used to move a lot, this small 
book was a kind of nomadic space for me 
that I kept with me all the time. Years later,  
I moved to London to explore fictional and 
nonfictional Woolfian places. Woolf’s houses 
are strong spaces for me. Richmond was  
the starting point, then Rodmell, Charleston, 
Gordon Square and Regent’s Park.

Free-diving in the lagoon of Mayotte –  
I strongly believe now, years later, that my 
pictorial practice is traversed by the chance  
I had as a child to go free-diving in the lagoon 
of Mayotte. The memory still inspires me while 
I paint: full of colours and an idea of harmony, 
a fluid one.

The loving space – Anywhere under the 
sunlight lying down with friends and drinks, 
food and cigarettes. The space that friend-
ship creates while we are together, chatting, 
laughing and listening to other’s stories.

Skyline of the Ocean  – The skyline in 
Brittany where I used to go every summer  
is an important landmark for me. While I am 
watching the skyline I know I am at the right 
place. At the seaside I feel at home, even 
when I am in a different country. During  
my residency at Fondatione Aurelio Petroni,  
I could see the sea from my window. The 
beauty of the house and the landscape,  
plus the generosity of Caroline Houben  
and Chiara Caterina and the inhabitants of 
San Cipriano was a marvellous time for me, 
next to the sea – it was a beautiful moment.

A Room of One’s Own – Last but not least, 
my favourite space is the blank canvas or 
paper where I can express my “room of one’s 
own” and create for others a kind of room of 
their own.

www.julianadorso.com

Juliana Dorso
ta k e f i v e

http://www.julianadorso.com
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Michelle Yasuda
“I decided to become  

    a mother through art”MA Fine Art student Michelle Yasuda discusses her final piece A Play Space 
connecting motherhood with child’s play and Japanese animation.

https://youtu.be/HzNv48bKY2o
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Realf Heygate
ta k e f i v e

Realf Heygate, BA Fine Art, explores the reproduction of artefacts, aiming, 
as he explains “to explore the archaeology of an object’s image rather than 
solely the object itself”. Combining painting with 3D scanning, Heygate 
approaches the original as the source of a long lineage, and then follows  
its transferral through mediums observing “both its withering and revival”. 
The intertwined notions of the copy and authenticity are brought to the fore, 
not only questioning their status but also their role in fine art practice.

Here, he shares five objects that confront traditional notions of authenticity.

Fountain, Marcel Duchamp  – I see 
Duchamp’s Fountain as an exercise in  
what we consider authentic. The piece  
was supposedly given away soon after its  
conception, before vanishing completely. 
As a result, Fountain can only be witnessed 
through reproduction. Its subsequent copies 
have taken on the role of the original, yet  
to speak of the original is problematic. The 
original itself was a duplicate, formed from 
an industrial mould. Fountain’s value has 
accumulated largely from the history of its 
reproduction, rather than the original object 
itself. A paradox is posed: such copies are 

worth significantly more than the original  
ever was. They rest on plinths in the world’s 
art institutions. What was once an object  
of non-art status is propelled to an artefact  
of almost cult value.

Palmyra  – In April 2016, a replica of 
Palmyra’s arch was erected in London’s 
Trafalgar square. The 1,800 year old arch 
was destroyed by ISIS in 2015. A debate  
has emerged on the validity of high-tech 
reproductions in lieu of such ruins. Here the 
arch, a historic symbol of triumph, is possibly 
hijacked as propaganda of Western defiance. 

The reproduction could be said to deny the 
reality of iconoclasm. Sadly, the attack on 
Palmyra is as essential a mark of human 
history as any other culture’s encounter. 
Isolated and considered incidents of high-
tech resurrection can be invaluable in the 
education of the lost and fragile. The danger 
is a collective heritage founded on reproduc-
tions: a historical memory through simulacra. 
Here we risk electing exile of the virtual over 
the catastrophe of the real.

Lascaux 4 – In December 2016, Lascaux 4 
was opened: a replica of France’s celebrated 
prehistoric cave art. Located at the foot of 
the original site, laser imaging and skilled 
artists have constructed a facsimile with 
exact temperature, air pressure and ambi-
ence reproduced. After the opening of 
Lascaux 2 in 1983, Jean Baudrillard quipped 
that the first replica would make way for 
further copies. The original may not be pre-
served, but become replaced by the perfect 
copy, thus rendering neither authentic. Such 
a reproduction does not actively seek to 
deceive. With its extreme vulnerability to 
changes in conditions, viewing the original 
would be significantly more damaging than 
the replica’s ethical impact. The reproduction 
allows for a far more interactive and informa-
tive encounter. Moreover, the lingering but 
forever distant presence of the original 

perhaps reinforces its cult value. Such elabo-
rate glorification through meticulous repro-
duction could further heighten its sacred 
status.

“Primitive” Art – The african mask became 
as much a motif of modern art as the Madonna 
to the Renaissance. Primitive artefacts are 
often made with significant ritual value which 
is lost as it is appropriated by western art. 
Primitive art is often judged by how close it 
approximates the formal qualities of modern-
ism. The object becomes divorced from any 
of its original uses. Does such a process of 
aesthetic commodification render the object 
inauthentic?

Social media – I often wonder whether a 
truly authentic image can exist online, in an 
economy of infinitely reproducible bits and 
bytes. In February, Beyoncé announced  
on Instagram she was expecting twins.  
This quickly became the most-liked image  
in Instagram’s history. These images are 
embedded in our daily rituals. On one hand 
trivial, perhaps they return to the status of  
a religious idol. As a popular image spirals 
with “shares” and “likes” of the digital devotee, 
a cyber-aura accumulates. Are we witnessing 
the viral image as deity?

www.realfheygate.com

https://www.realfheygate.com
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I t ’s easy to characterise a graduating art show as a moment for 
the new; a place for creative innovation, iconoclasm even. But 
in reality,  the art practices of tomorrow are forged in relation  
to those of the past.

Sometimes these connections are buried deep, other times they lie on the 
surface. One artist making the connection explicit is Aaron Ford, BA Fine 
Art, who’s created a series of figurative paintings, each one taking motifs 
and poses from famous works but finishing every figure with his own face. 
Having never done a self-portrait before, Ford outdoes himself with a total 
of fifteen.

 “It ’s a snake eating its tai l . 
I ’m making work about  

my relationship to making  
my work. There are three  
players: myself,  the work  

and the viewers. Those three 
things are always chasing 
each other and there’s a  

 joke in there somewhere.”

Each composition is essentially a collage of figures 
and details from other paintings, from Boucher  
and Tiepolo to John Martin. His interest in historic  
work came to the fore during a year at the Warburg 
Institute embedded in art history research. Asking 
Ford what he gained during that time among the 
archives, he replies, “a general acceptance that  
I can dive deep into this area. You can become your 
own Warburgian German art historian.” Returning  
to his practice, he embraced not only an historically 
analytical approach but also the most canonical of 
disciplines: painting.

And so, with this almost-altarpiece to art history,  
is he reverential or mocking? “It can only be both,” 
he explains, “I could defer myself to history, put  
in the hours of research, but then not want to  
touch it because it’s its own sacred thing. You  
are burdened. Or you can go the other way which  
is to be ironic about everything. Everything is 
tongue-in-cheek. I think it’s important to straddle 
that line.”

the 
rest 

is 
history

Aaron Ford
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Having left paint in a Tupperware tub, he returned 
to find it had dried into a skin. “It was so interest-
ing… Paint has always been in my work in some 
way. It’s always been the foundation,” he says.

His work is a response to the death of his father. 
Though the relationship had been strained, in the 
final hours of his father’s life, the two had their first 
honest and open conversation. “Death can be grief 
and sorrow but for me it wasn’t like that,” he says, 
“it was the first time I got to connect with my dad. 
To hold his hand. It was the first time he held my 
hand. I never felt that was possible before.”

Though in three-dimensions, Tailor’s work speaks 
heavily to the materials of paintings, namely wood 
and paint. He still thinks of his work as painting, 
composed in space rather than on canvas. And for 
this installation, Held My Hand, he references death 
scenes in classical works by the likes of Velazquez 
and eagle-eyed viewers may spot a black square 
mounted up high in the gallery as a nod to Malevich’s 
Black Square of 1915.

Tailor wears his art historical references lightly, 
eager to create work that is accessible. In this  
vein, the viewer finds anthropomorphism here,  
an arrangement of legs and arms with emotion 
rooted in a tilt or a flick.

The meaning of material looms large in the work  
of Matteo Valerio, MA Fine Art. Spanning wooden 
frames with textile, Valerio works with the language 
of painting. Combining alpaca and cottons from  
his residency at Fondazione Zegna, Valerio used 
natural hand-dyeing methods as well as building 
the frames from wood scavenged from the London 
council estate in which he lives.

Whether personal or political, the work in Show One 
offers not only a glimpse at the future, but also a 
nod to the past. Though the history of art may seem 
weighty, cumbersome even, the work on show here 
only proves how contemporary artists meet it on 
their own terms.

Another BA Fine Art student remaking the history  
of painting is Hayley Jane Chapman. Combining 
painting with performance, Chapman takes motifs 
from the work of famous male artists and turns  
them inside out to present a feminist vision in front 
of which she performs humorous, barbed spoken 
word as her alter ego Frogwoman.

Though working resolutely from a feminist perspec-
tive, Chapman takes her aesthetic inspiration from 
artists who were all men. Her research uncovered 
the inherent tension in this stance: 

“It was such a strange struggle, 
going through the process  

of seeing behind the paintings, 
some of them are coming 
from sexist,  misogynistic 
points of view. There was  

a very strong change;  
I  can sti l l  appreciate the 

works for their context,  but, 
from a modern day female 

position, art has moved on.”

Chapman’s works undoubtedly make political state-
ments but, at the same time, they are laced with 
humour. In one painting, appropriating a pose  
from John Currin, she stands topless and defiant,  
tensing her bicep with a gigantic serpent from the 
Garden of Eden. In another, she introduces the 
language of domestic craft, embroidering Van 
Gogh’s chair in sequins and Magritte’s Ceci N’est 
Pas Une Pipe with the phrase “This Is Not A Pipe 
This Is A Princess Woman”.

The past influences the present in quieter ways too. 
In MA Fine Art, James Tailor’s installation combines 
found objects, clothes and furniture with paint like 
you’ve never seen before. He frees paint from its 
usual canvas surface, turning it into material to be 
stretched and folded.

“When I  f irst started painting, 
i t  was about f iguring out  

what I  could do technically, 
but once I  f igured out  

what I  could do I  needed  
to f ind a new language.”

Hayley Jane Chapman

James Tailor

Matteo Valerio
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Ebony Francis
“My work is very much about the 

black body politic, and how it  
relates to social media, and this 

idea of capturing images...”

Exposure: Between Being and Time is a video installation of a performance  
by Ebony Francis, MA Photography. The work utilises VHS tape and iPhone 
footage, a reference to smartphones being the most common camera device 
used to capture violence in the modern world, particularly assaults against 
black bodies. Ebony used an array of VHS tapes to create her work, including 
home videos and black cinema, spending hours unravelling the tapes to 
retrieve her chosen material.

www.diaryofablacktree.london

https://youtu.be/st23VpMz4ms
http://www.diaryofablacktree.london


sh
ow

 o
ne

 
com

e

1

2

3

4

5
Lucie McLaughlin  

and Eleanor Strong
ta k e f i v e 

BA Fine Art duo Lucie McLaughlin and Eleanor Strong present their debut 
album Sad Party in a space they assembled, a representation of their 
bedroom-studio. The duo connect low-fi, actively non-professional, perfor- 
mance with honest, expressive voices. We asked them to share five 
inspirational female performers and it begins with an (excellent) caveat. 

“It feels reductive to select artists based on their gender when gender 
and identity is being accepted as an increasingly fluid force. Having said 
this, of course we have been influenced and motivated by a plethora of 
fierce women, living or dead, real or imagined. Here is a small selection.”

Penny Goring  is a London-based artist  
and poet. Reading her book The Zoom Zoom 
provided us with an emotionally charged  
and darkly beautiful moral compass as we 
navigated our way. Goring works across 
many disciplines including video installation, 
sculpture, drawing and online and performs 
her poetry to audiences who sit or stand in 
rapturous pleasure.

New Noveta – Performance art duo, Keira 
Fox and Ellen Freed. Two gals, fighting and 
stuff. Sometimes performing with music, lots 
of sound, their own voices, crashing waves, 
objects, things being built or broken, clothes 
being ripped off and high heels clacking 
across gallery floors. Very cool, confident 
and feels like a survival or a struggle. They’re 
definitely winning.

Jutta Koether and Kim Gordon  –  
We’ve watched and listened to Koether and 
Gordon (of Sonic Youth) enact vivid experi-
ments between or towards art and music.  
For Her Noise, a 2005 South London Gallery 
exhibition, they collaborated creating  
a very exciting place for sound art and 
music. There is an online archive for this 
project provided by Electra.

Franziska Lantz  – We loved Lantz’s sound 
and sculptural installation on show at Rodeo 
Gallery in London this year as part of Condo. 
Lantz has used sound and music, in a dirty 
techno, to give us gunk, grunge and matter, 
which is striking within the commercial gal-
lery context that tends to feel a little dead.

Ligia Lewis  – We saw Lewis’ mesmerising 
Minor Matter in the Tate Modern’s Tanks. 
Lewis and her co-performers transform the 
black box, bathing it in red light – energising 
the space with both rage and love. The 
subject of blackness becomes urgent and 
unfixed. The poetics of her performative 
gestures push beyond the boundaries of 
identity politics. All shape a truly affecting 
and electrifying experience.

click 
me 

┓

1 2 3 4 5

https://myspace.com/seydance/music/songs
https://youtu.be/N-g4TteHVjE
https://youtu.be/3u3czkp1nVY
https://myspace.com/seydance/music/songs
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Levi Naidu-Mitchell  
and Adam Patterson

“A carnival is an ephemeral  
moment that can’t really  

 be captured or contained”

Hard Times: Shell Down De Street is a collaboration between BA Fine Art’s 
Levi Naidu-Mitchell and Adam Patterson. Their work incorporates a full-scale 
carnival experience via the creation of a Mas band, drawing on their West 
Indian heritages and combining elements of masquerade, costume, perfor-
mance, dance and music.

www.adampatterson.co.uk

https://www.adampatterson.co.uk
https://youtu.be/ZR9EMUJajgA
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Tom Coates 
ta k e f i v e

Tom Coates, BA Fine Art, has transformed the unassuming material of cling 
film into a bathroom come to life. A bright pink amoebic sculpture with  
limbs finished with faucets, toilet brushes and loo seats, his work – though 
playful and extraordinarily odd – houses a functioning shower. Inspired by 
the uncanny and camp, Coates talks about his work as “objects which have 
aspirations to be something more than they are, that want more than they 
have” so here he shares five fellow objects of camp:

Gregg Araki’s wallpaper  – The decor-
ating scheme in Gregg Araki’s famous  
Teen Apocalypse Trilogy is pretty much  
the pinnacle of interior design; it’s angsty, 
ridiculous and fearless. Usually every  
object in the room matches and often the 
occupants’ outfits match too. Every room  
is its own world, which I think represents 
teenage bedrooms better than realism  
could ever do.

Ryuji ’s Hair,  Kamikaze Girls  – Not exactly 
an object but given the amount of it that must 
be synthetic I think it counts. Ryuji is the love 
interest in Tetsuya Nakashima’s Kamikaze 
Girls and has the hair of a real heartthrob;  
it literally enters the room before he does 
(every dish needs a good entrance), it baffles 
and dazzles simultaneously and I think we 
can all find some inspiration in it.

The giant pretzel from Crazy Ex- 
Girlfr iend  – Featured in the pilot episode  
of Rebecca Bloom’s exemplary Crazy Ex- 
Girlfriend (a musical deconstruction of a 
rom-com stereotype), the pretzel carries  
our protagonist to the climax of her musical  
ode to West Covina, California. It represents  
the scale of her delusion, her passion and 
the exuberance of musical theatre. It is truly 
a pretzel with weight.

1 2 3 4 5

Killer Chair from Doctor Who – The writers 
of Doctor Who in the 70s clearly felt they’d  
hit a home run with the “killer plastic” theme, 
quickly expanding from killer mannequins  
to deadly dolls, homicidal furniture and pretty 
much anything else made of plastic. The 
killer inflatable chair is my favourite, Doctor 
Who’s (budget-driven) ingenuity bringing out 
the uncanny creepiness in familiar objects is 
a huge inspiration to me, along with its unfail-
ing ambition matched only by its absurdity.

Mink Stole’s Rosary Bead  – Rosary beads 
have been somewhat doomed/destined to 
carry camp significance coming from the 
background of such high drama that is 
Catholicism. But before Madonna ticked off 
the Pope, Mink Stole – one of John Waters’ 
gang of underground filmmakers – was 
romping through blasphemous acts with 
reckless abandon. Nicknamed “the religious 
whore”, Mink was known for piling on reli-
gious tokens and dressing in old Halloween 
outfits. Her persona hit its peak when she 
used her attire to perform a “rosary job” on 
Divine in Multiple Maniacs. Filmed in a real 
church while the priest was distracted, the 
scene motivates me to go the extra mile.

www.tomcoatesart.com

https://youtu.be/vXrAK6sUZ_0
https://tomcoatesart.com
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Each year, Show One fi l ls the building with 
the graduating artists’ ideas made manifest. 
Whether in dance or digital code, performance 
or paint,  worlds that had previously been 
imagined are brought into being. This year, 
several students have created rooms, plat-
forms and structures, from the slightest 
demarcations of gallery space to the tallest 
of towers.

One of the largest structures, Towards Fragments, 
built by BA Fine Art’s Bence Magyarlaki and Divine 
Southgate Smith, is in fact an instrument. Working 
in collaboration since the start of their final year,  
the duo wanted to create work that offers a different 
kind of experience, not of passive spectatorship  
but real engagement. Beginning with film, they 
removed the image and frame to destroy the sense 
of a particular viewpoint and were left with sound.

The voice is their subject, and yet somehow through 
harnessing this intangible thing the two have  
created one of the largest structures in Show One. 
Built in wood and painted grey, the seven-metre 
structure looks, at a blink, rather Brutalist but look 
again and its legs and arms are elegantly tapered 
reminiscent of a gramophone trumpet. “The struc-
ture is empty and non-functional unless you step 
inside,” says Magyarlaki, “it calls to some kind of 
interaction. We tried to make the shapes as sugges-
tive of the act of speech as possible. They’re  
actually quite loud and brutal but what happens 
inside is subtle, whispered and deconstructed.”

Magyarlaki acts as mediator, drawing the visitor  
in and through the structure to hear and speak. 
Monumental yet intimate, Towards Fragments is 
only activated through the visitor’s engagement.  
It is this bundle of contradictions that Magyarlaki 
and Southgate Smith both enjoy:

“It ’s not theatre, i t ’s not 
performance, it ’s not 

sound installation and  
i t ’s not architecture,  
but it ’s somewhere  
in between these.” 

Interested in the grey areas between practices,  
the two are part of collective ()Parentheses which 
includes other graduating students from the college.

ready
to

assemble

Bence Magyarlaki and Divine Southgate Smith
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Interestingly, this is less about a performance,  
and more about sharing something that previously  
happened behind closed doors: 

“We are in the open.  
We’re showing people what 

our collaborative space 
looks l ike. We’re bringing 

our private space into  
a public gallery,” 

says McLaughlin. Where Strudwick relies on the 
raised stage to demarcate the work as a theatrical 
performance, an artifice, McLaughlin and Strong 
keep their space intentionally permeable enforcing 
engagement.

McLaughlin and Strong aren’t the only students 
creating living/working space within Show One. 
Sam Shaw, BA Fine Art, has built one of the largest 
structures incorporating a sitting room and crowned 
by a tent and flag at its heights. This is the most 
elaborate in a series of works by Shaw which asked 
viewers to enter into a philosophical dialogue  
with him.

With blue tarpaulin creating the walls, Shaw’s  
structure has a distinct ad hoc nature which offers  
a metaphor. 

“It ’s about expanding and 
contracting, and being  

ok with that,  everything 
changes, so you need  

to let i t  go”. 

As a work-in-progress, the structure stands for 
Shaw’s philosophical proposal celebrating our 
individual potential, our duty to improve ourselves.

Across all these habitats and platforms, what is 
crucial is that they are frames for the work itself. 
The construction defines and facilitates, letting  
the visitor know they’re stepping into a new space. 
But whether performance or conversation or simply 
soundscape, meaning is found in the fleeting 
moment rather than the structure that holds it.

Other structures are more familiar, acting as a  
stage on which the artist performs. A circular  
platform made from OSB holds a dead Christmas 
tree, a sunken upholstered chair, a screen and  
a shed. Here, BA Fine Art’s Aidan Strudwick  
performs, as AIDAN STRUDWICK, in a musical 
version of A Christmas Carol. In maybe the most 
unglamorous of Christmas sets; Strudwick’s vision 
is complete with deadpan elves who grate polysty-
rene into makeshift snow. At its root, their practice 
is about showmanship:

“I work with fai lure quite  
a lot.  My persona is a bad 
clown really.  I t ’s someone 

craving attention but 
having no ski l ls at  al l .  

I t ’s about not having good 
work, but shouting so you’ll 
be heard. Perhaps, some-

t imes, that’s enough?”

Strudwick’s performance is humorous and pathetic 
(echoed in his stage fit-out) but it’s also confronta-
tional. Their work relies on a dialogue between  
the character and the audience. When not perform-
ing a version of A Christmas Carol, Strudwick’s 
stage becomes Santa’s Grotto, engaging visitors  
in conversation, and subjecting them to a sit-down 
on Santa’s knee, disappointing gifts and a seem-
ingly never-ending supply of grated polystyrene.

BA Fine Art duo Eleanor Strong and Lucie McLaughlin 
have also created a space for performance, albeit 
of a very different type. The two started making 
music in their spare time, but soon realised that  
this collaboration could, and should, be brought 
into their artistic practices. Along with Strong’s 
sculptures and McLaughlin’s books, the two 
brought chairs, a keyboard and microphones  
to the gallery from the bedroom-studio in which 
they’ve been working.

Within the gallery, a room is created, demarcated 
by rugs and sheer curtains (that open and close 
throughout the day), with McLaughlin and Strong  
in situ for their band performances but also informal 
creative collaboration. 

Aidan Strudwick

Eleanor Strong and Lucie McLaughlin

Sam Shaw
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Dejan Mrdja “the fun part of drawing  
is not exhibiting a drawing,  

but the drawing itself”MA Fine Art student Dejan Mrdja’s experimental installation Chasing Synchrony 2.0 
uses drawing and sound to bring people together in moments of physical action 
and shared consciousness.

www.dejanmrdja.net

http://www.dejanmrdja.net
https://youtu.be/-C3DGge9fm8
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Simona Sharafudinov

ta k e f i v e

Simona Sharafudinov, MA Photography, presents Father, a sculpture 
and durational performance. Born in Lithuania and adopted by the  
UK at an early age, Sharafudinov builds her practice around an exiled 
identity site where social obsessions and idealised systems of value 
are questioned. Combining performance, sculpture, video, painting 
and drawing into one process of image-making, she creates mythical 
spaces inviting viewers to consider the nature of subjectivity.

Here, Sharafudinov shares five things that inspire her practice:

The music of ANOHNI (formerly working  
as Antony & The Johnsons) – Pure energy, 
ANOHNI has inspired me for over a decade 
showing me how to transform feelings of 
rage, hopelessness, and despair into works 
of art. Pop Baroque, I want my works to  
make those that encounter them feel as this 
music sounds.

Louise Bourgeois, Femme Maison works – 
Like a homeless, displaced body, I return  
to these works time and again. They still 
move me as deeply as the first time I encoun-
tered them in 1999. The tension between 
infinite digital space and the finite physical 
body is post-gender. In the Post-modern 
space hommes/men are as affected as 
femmes/women were in the domestic space 
in the 1970s.

Alexander Brodsky and Ilya Utskin (Soviet 
“paper architects”) – Beautiful, haunting 
and poignant, the work of “paper architects” 
who designed imaginary and mythical cities 
and structures in 1970s incorporate feelings 
of past and future and evoke alienation, 
overcrowding, the absurdity of towers and  
all seeming eyes.

1 2 3 5  

And Our Faces, My Heart, Brief as Photos  
by John Berger – Fusing the personal and 
political to create a sensorial experience and 
a mirror to a human experience of displace- 
ment in the ever-changing time and space. 
This book helped me give form to my own 
personal and political feelings and made  
me understand the meaning of home and 
significance of photography. A home where 
the vertical and the horizontal lines meet.

The Monolith from 2001: A Space Odyssey 
and Trump International Hotel, Las Vegas – 
The Future is Here… When life imitates art 
and art imitates life.

sharafudinov.com

https://sharafudinov.com
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Maria Macc
“I was thinking about what 

it means to be human in 
the 21st Century”

Investigating what it means to be human in the 21st century, Maria Macc 
considers themes of surgery, donation and modification. Her final MA Art  
and Science piece Beyond the Fabrica combines organic and industrial 
material to explore the physical possibilities of being.

www.mariamacc.co.uk

https://youtu.be/IzyOvvxf5hY
http://www.mariamacc.co.uk
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Sally Gorham
ta k e f i v e

Characterised by a sense of playfulness Sally Gorham’s final BA Fine Art 
piece borrows from the geometric visual vocabulary of Constructivism and 
the reductive aspects of Minimalism. The magnetic geometric shapes which 
make up Viral can be seen all across the College, over the walls and up  
the staircases. Viewers are invited to reconfigure the different shapes and 
patterns as they wish. In this collaboration, or perhaps that should be friction 
between artist and viewer, Gorham questions the authorship and sovereign 
control of the artist and, by implication, that of managers and politicians.

Here, she shares some of the important influences on her work:

I visited the Tretyakov Gallery of Modern 
Art  in Moscow a few years ago, before the 
Gallery’s recent loans for exhibitions in the 
West. It was amazing to see work by Tatlin, 
Malevich and fellow Constructivist artists. 
The reconstruction of Rodchenko’s design  
for a Workers’ Club seemed the epitome of 
the idea that art could have a social purpose.

Peter Halley’s  recent show at Modern Art  
in London, where he appropriates geometric 
visual language to make an ironic commen- 
tary on the way in which we are increasingly 
living in a geometrically divided social space, 
and his essays, were a big influence. I realis-
ed that I could use my love of the geometric 
in a similarly ironic way.

While the only Daniel Buren  work I have 
seen outside publications is at Tottenham 
Court Road tube station, he has probably 
been the biggest influence on my work.  
Viral, like Buren’s work, was made in situ. 
Buren proposes that “we must put the 
museum back in its place” and that public 
space outside the museum “is a privileged 
space for research and actions and when 
possible realisation”. I agree.
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Earlier this year I attended a talk by Rana 
Begum . She described how the challenge  
of working within a set of rules and constr-
aints pushed her to try out new ideas. She 
showed a work she had made using Lego 
bricks. I thought “if she can use Lego bricks,  
I can carry on making work with magnets”, 
and pushed myself to scale up my work.

My inspiration doesn’t just come from art.  
My husband and I are great fans of Minimalist 
music. I started to think about Steve Reich’s 
use of repetition and small incremental change 
in the structure of his compositions when we 
attended the Barbican concerts celebrating 
his 80th birthday.

www.sallygorham.com

https://www.sallygorham.com
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Show Two, 21–25 June 2017.

Crossing disciplines, Show Two spans from  
design and fashion to drama and cultural  
enterprise. Projects on show – whether 
provocation, performance or product –  

presented a future in the making.

CULTURE AND ENTERPRISE: 

BA Culture, Criticism and Curation,  
MA Innovation Management

DRAMA AND PERFORMANCE:

BA Performance Design and Practice, MA Performance Design 
and Practice, MA Character Animation

FASHION: 

BA Fashion, BA Fashion Communication,  
Graduate Diploma in Fashion

GRAPHIC COMMUNICATION DESIGN: 

BA Graphic Design, MA Communication Design

JEWELLERY AND TEXTILES: 

BA Jewellery Design, BA Textile Design,  
MA Material Futures

PRODUCT, CERAMIC & INDUSTRIAL DESIGN: 

BA Ceramic Design, BA Product Design,  
MA Design: (Ceramics); MA Design: (Furniture);  

MA Design: (Jewellery), MA Industrial Design

SPATIAL PRACTICES: 

BA Architecture, MA ARCH Architecture, MA Architecture:  
Spaces and Objects, MA Narrative Environments
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In a current cl imate focused on borders and boundaries, many 
of  the projects in Show Two act ively push for the power of  
collaboration and conversation. 

One of the students most explicitly dealing with the 
ramifications of isolationism is Kaye Toland from BA 
Product Design. Her Make It or Break It is billed as  
“a conflict resolution board game”, it works around  
the notions of wall-building and breaking, exposing 
how invisible cultural barriers become entrenched  
and pernicious. Structured around Toland’s own tri-
partite conflict resolution process, the game has three 
parts: Wall Makers/Wall Breakers, Empathy City and 
Co-operative Communities.

“In l ight of Brexit,  my aim was 
to share the lessons we have 

learned in Belfast about barrier 
building and segregation and 

how, once you build a wall , 
even when the wall  is eventu-

ally gone, the divide wil l 
always be there.”

Working across division and segregation is also  
central to Lucy Ganley’s final collection. The BA 
Jewellery Design student became interested in the 
experience of prisoners and began researching  
the history of incarceration, visiting prisons, reading  
diaries, volunteering on the Makeright project and 
making contact with current inmates. Through letters, 
she asked questions, hoping to gain an insight into  
life as a prisoner in the UK today.

She was overwhelmed by the response: 

“They were so forthcoming.  
I f  you ask five questions,  
you’l l  get f ive pages. And 

they’l l  talk about details that 
 you’d never considered –  
colours, textures and how 
those things affect them.  

I t  was such an eye opener. 
They were so open and just 

wanted somebody to l isten.”

beyond 
borders

Kaye Toland

Lucy Ganley
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Wanting to make the invisible visible, Ganley set 
about creating a collection of badges. Made from 
paper and thread, they are beautiful, fragile objects 
with quotes emblazoned across them. “I guess  
I see them like a protest badge, a show of solidarity 
– you’re wearing somebody else’s words.” Made  
out of everyday materials accessible in prison, 
Ganley likes the idea that these could be made  
by the inmates themselves.

Although there are statements about the commercial 
impulse now at the heart of many prisons – “Prison 
is good business” says one – the quotations don’t 
always dwell on the negative. Looking across the 
collection, viewers will find the appreciation of 
access to education or the recollection of inciden-
tal detail. Ganley’s work is a prescient reminder  
of the pull to find humanity within the system.

Ganley’s collection is a conversation made mani-
fest, a bridge built with words. Elsewhere in Show 
Two, there are projects that avoid language in  
an effort to connect not across social but national 
borders.

Nozomi Koseki, MA Narrative Environments, presents 
a dance piece performed in public space. Coloured 
tapes mark out on the ground the boundaries of 
action, reflecting also the flags of the nations repre-
sented within the dance troupe. In this abstract 
setting, the dance begins, with a language of move-
ment inspired by different cultural gestures. One  
by one, dancers drop out of the performance and 
the piece dissolves until the tapes are lifted from 
the ground. Finally, viewers are offered message 
cards with everyday stories of cultural stereotyping.

Beyond Borders is a non-verbal celebration of 
national difference, but also a timely reflection  
of boundaries, both personal and national. 

“I really l ike the fact that 
people are different,  

the difference is valuable. 
Our cultural  backgrounds 

make us interesting  
to each other.” 

This interest stems from a childhood experience, at 10 years old –  
right after the Gulf War – she had an Iraqi friend. “She hadn’t 
done anything wrong,” recalls Koseki, “but it was surprising  
how politics influenced her life and the way people treated her.  
I had trouble with that.” Viewers of Koseki’s Beyond Borders  
are themselves enveloped by it, marked out on the ground in  
tape as if to highlight that no one can escape their national and  
cultural context.

Students from BA Culture, Criticism and Curation have installed  
a part-dining room, part-theatre, part-seminar in Show Two. 
Called Rehearsal Dinner, the space is host two discussions  
over lunch and dinner with invited guests and members of the 
public welcome to join. Meant as a series of rehearsal dinners 
building towards a final, closing event, the conversations will  
be themed on diverse subjects such as language, translation, 
photography and the movement of people.

“The whole point is that we’re not setting up an exhibition that’s 
based on product,” says student Rosie Woodhouse, 

“we’re reflecting on our position  
in the institution – it ’s about  

process and workshop.  
We’re working through them  

in a collective way.”

Rehearsal Dinner was originally inspired by the metaphor of an 
embassy, reflecting a space of – and yet difference from – the 
place in which it sits. But the name is also suggestive of border 
territories and while there is no political aspect to the set up 
Rehearsal Dinner, as Hannah Adlide explains, “points towards 
the importance of communication, discussion and dialogue 
rather than end results.”

Although it might initially be hard to connect the thread across 
these disparate projects, ultimately one is reminded of the  
power of the arts and design to cross border and boundary –  
be that social, political or simply disciplinary. Echoing our 
Creative Unions  initiative, we are reminded that creativity,  
and humanity, flourishes in the open.

Lucy Ganley

Nozomi Koseki

http://www.arts.ac.uk/csm/about-csm/creative-unions/
https://vimeo.com/213452682
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5Adam Paroussos
ta k e f i v e

Adam Paroussos, BA Performance Design and Practice, is an interdiscipli-
nary sound artist and designer who performs as Bamboo Mustard. With 
instruments made from found materials alongside tape loops and experi-
mental Foley techniques, Paroussos embraces spontaneous and communal 
music-making.

“I am interested in how film and sound can be used as a medium to bring 
together relics of past performances, installation and sound pieces, and 
remix them to create new meaning, like a collage, a constant development 
and organic growth of an idea.”

Here, Paroussos shares five inspirational music makers:

I think the Baschet Brothers  have definit-
ely influenced the interactive aspect of my 
Bamboo Mustard performances. They found  
a great balance between sculpture and sound, 
changing the perspective of what music can 
be for the audience by using unconventional 
instruments. They often had audience mem- 
bers interacting with the instruments, with  
no hierarchy in terms of musical skill. I try to 
carry this idea within my own performances;  
I like the communal aspect of having the 
audience join in. I aim for it to be all in the 
moment, so the more spontaneous the better!

I’m drawn to the audiovisual aspect of music 
performance and Jacob Coll ier  has devel- 
oped an interesting way to show the process 
of the multi-instrument music making. I like 
the fact that his live set up visually exposes 
how each sound is made. In some ways it 
helps the audience understand and appreci- 
ate the music more, enhancing the experience.

Post-apocalyptic aesthetics often appear in 
my work. I think it comes from reusing frag- 
ments and relics of pre-existing material and 
ideas to create new meanings. After a pro- 
ject last year with Joe Rush and the Mutoid 
Waste Company , I’ve been influenced by 
their craft, turning any found material into 
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vehicles and sculptures and beyond, to 
create an environment in which to play and 
be creative, rather than a sterile white cube.

I’ve learnt a lot from Graham Dunning’s 
DIY and experimental approach to sound- 
making. The way he uses music formats  
such as vinyl and tape in unconventional 
ways has influenced how I use sound as  
a tactile material. There’s an interesting 
performativity and visual layer to experi- 
mental approaches with analogue audio 
formats which can branch into other forms  
of performance and installation.

Lindsay Kemp trained David Bowie and 
Kate Bush for many of their performances. 
He brings a theatricality to music perfor-
mance, so it can go beyond the music into 
different worlds in terms of movement, cos-
tume and set. With Bamboo Mustard, I try  
to carry this idea of embodying the music  
as a character, or an instrument, and create 
a whole mythology.

https://youtu.be/c5FqpddnJmc
https://youtu.be/HGnfn_9yLbA
https://youtu.be/80R2qcmC2Z4
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Kaye Toland

“the idea was to collect 
stories from people  
all over london who  

experienced invisible  
cultural barriers”

BA Product Design graduating student discusses her approach to  
product design and her final pieces, a conflict resolution board game  
as well as a menstruation co-op system.

www.kayetoland.com

https://youtu.be/pZv1zu_WNzM
https://www.kayetoland.com
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Berto Valló
ta k e f i v e

Graduating from BA Graphic Design, Berta Vallo combines astute 
observations with a signature humorous tone in her illustrations.  
At Show Two, she presents several pieces including Hungarian 
Etudes, a series of short animate sequences of Budapest life,  
as well as Paraphrase, her illustration inspired by London streets.

“My aim was to capture everyday life as I experienced it during  
my 18 years of living in Hungary; with its grey tones, awkwardness  
and a certain type of humour that I believe can’t be found any-
where else. I selected five themes, five different scenarios that 
each represent a small piece of Budapest. The famous spas, 
judgemental cashiers, pigeons feasting on puke on a Sunday 
morning, people staring at you on the metro, and a fun night of 
monotonous music. These are things that always annoyed me but 
sometimes I find myself thinking about them with a little nostalgia.”

Here, Vallo shares five of her inspirations:

Sylvain Chomet  is a French film director, 
animator and comic writer. His first animated 
short, La Vielle Dame et les pigeons (The Old 
Lady and the Pigeons) was my favourite as a 
kid. His unique sense of humour and the way 
he communicates his (undoubtedly harsh) 
opinion on humanity was something I could 
really connect with and still go back to when  
I feel stuck with my own work. It had such  
a big impact on me at the time that I began  
to draw pigeons and old women on a daily 
basis and started to develop hand-drawn 
animated sequences in my free time after 
school. I still have a pigeon obsession after 
all these years, they are featured in most  
of my illustrations in one form or another.

Budapest  is my hometown, I lived there until 
I was 18 when I moved to London to begin 
my studies. It has always been a goldmine  
of inspirations and ideas in terms of charac-
ter design, with its grey tones, awkwardness 
and a certain type of humour that I believe 
can’t be found anywhere else.

Laura Callaghan’s  illustrations first struck 
me at Pick Me Up in 2015 and I’ve been 
following her work ever since. Her powerful 
female characters, vibrant colours, fantastic 
outfits and the way she tackles social issues 
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of consumerist culture make her one of my 
biggest inspirations over the past two years. 
Her images are created using both analogue 
and traditional techniques; she produces 
hand drawn illustrations with a mixture of 
watercolour, indian ink and isograph pen  
but works digitally too.

London shops  – I don’t understand how but 
lately I became completely obsessed with the 
aesthetics of chicken and small barber shops 
in London; I find myself taking long walks in 
the city hoping that I come across an unusual 
shop sign I could integrate into my work.

Eastern European architecture from 
the Communist era  – It might sound oddly 
specific but socialist Modernist architec- 
ture from the Eastern bloc was always in  
a focus for me. Maybe because my parents 
hated it, it’s hard to tell. Concrete blocks  
of flats still dominate the architecture of 
these countries, including Hungary, creating  
a sense of bleakness but also bringing  
a unique, specific language of form in  
my eyes.

www.bertavallo.com

http://www.bertavallo.com
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A glimpse into the unsettl ing near-future of Virtual Reality (VR) 
can be found in MA Material Futures. Marta Giralt  was init ial ly 
interested in how new technologies would impact craft but after 
some research she alighted upon the fact that the porn industry 
had been one of the f irst to adopt VR. From that point,  Giralt 
looked at the intersection of the industry and the technology.

“I’m interested in critical projects – not problem-solving through tech- 
nology but pushing at what potential situations could come out of this 
technology.”

Her focus was the relationship between impulses  
in the real world and experiences in the VR world, 
the possibility of the technology to create not only 
experience but also to promote empathy and aware- 
ness. Looking at real world applications – including 
its current use in therapies for paedophiles – Giralt 
decided to create a simulated rape experience. 
Virtual X questions whether VR could become a 
mechanism to elude the legal and moral constraints 
of the physical world. “My project is asking whether 
we should be regulating these experiences,” she 
says, “or should people be able to access them?”

In Show Two, Giralt presents this project complete 
with sleek tools to facilitate the experience and 
stylish visuals. Pushing the current reality of the 
porn marketplace only a short way into the future, 
the designer confronts us with ethical dilemmas.  
So, what is her moral stance on her own questions? 

“It’s been haunting me throughout my research,”  
she says: 

“I’m absolutely against the 
way women are portrayed  
in pornography. However,  

i f  i t ’s proved that because 
people are having these 
experiences in VR with  

avatars, this means that that 
they won’t be having these 
experience in real l i fe.  I  do 

see that as a positive thing.”

virtual 
reality 
check

Marta Giralt
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The future of VR isn’t purely problematic though, other projects 
in Show Two offer alternative visions for the technology.

Marc Hargreaves came to his MA ARCH at Central Saint Martins 
already exploring the applications of this new technology within 
architecture. Initially translating designs into VR environments, 
he was essentially using it as an extension of the visualisation 
process. Over the two years of his Masters, Hargreaves has 
been pushing beyond that, harnessing the power of the technol-
ogy to place users, rather than professionals, at the centre of the 
design process.

Looking at Old Oak Common, in London, a site which as a result 
of HS2 and Crossrail, will develop rapidly in coming years, he 
has designed a modular pre-fabricated system that uses VR as  
a tool for users to design and edit their houses. 

“It ’s a utopian view in a way,  
but at the same time pre-fab  

and mass customisation  
is entirely achievable.” 

The dialogue between standardisation and mass-customisation 
fits comfortably in the worlds of both VR and pre-fab housing. 
Though VR technology is already being used by the likes of 
McLaren for their consumers to plan and customise their cars, 
Hargreaves employs it not as a luxury marketing device but 
instead to create modular and affordable buildings that work  
for those living in them, and have the ability to adapt as the lives 
of the residents change.

These VR projects may be future-focused, but Dom Biddulph’s 
has one foot in the past. Visitors to his work in BA Graphic 
Design will be transported to the print workshops at Central Saint 
Martins’ Archway building, a workshop that moves to the King’s 
Cross building this summer.

Biddulph spent his final year of study getting to grips with the 
new technology. Using photogrammetry, he would scan every- 
day environments, beginning with his own desk. Returning to  
his home in Burton-on-Trent, he was wandering around some 
farmland about to be transformed into new housing.

“I thought, ‘ I  really want to use this 
technique, to take a snapshot of this 

f ield exactly as it  is.  I ’ve got a lot  
of memories of that countryside  

and it ’d be great to have a virtual  
version of that space.’ I  tr ied it  out 
– it  didn’t work, but I  really l iked  
the idea of preserving a space.”

Returning to Central Saint Martins, Biddulph real-
ised that the printing workshop could work in the 
same way, a preservation of a space about to be 
lost. Capturing not only the space but also the 
sounds of people and machines at work, he built  
up the environment. He is working on two versions, 
one which simply presents the space, and another 
that is embellished with text giving context and 
insight. The re-presentation of spaces past has 
plenty of applications, and while Biddulph sees its 
potential for objective archiving of historic places, 
he’s equally interested in the personal and subjec-
tive possibilities.

Though a process that promises to capture a kind  
of reality, the stitching of photogrammetric imagery 
highlights glitches he finds compelling such as a 
ray of reflection, the seam of two images meeting  
or an overly complex surface texture. Surprisingly 
perhaps, it got Biddulph thinking about the Surreal-
ists’ attempts to connect to the subconscious:

“It  wasn’t the aim of this 
current project but I  found 
some kernel of i t  in those 
subtle breaks from reality 

found within the scene.  
I  even saw some correla-

t ion between the vividness 
of dreams and the amount 

of work I ’d done in the 
headset the night before.”

All three designers, though working in different 
fields, sense the possibilities of the technology. 

“Video games and entertainment are pushing VR  
the most at the moment but it’s got so much poten-
tial for art and design,” says Biddulph. While  
these projects explore very different territories,  
the philosophy upon which the designers all agree  
is that VR is simply a tool to be used like any other, 
that it can be both part of the problem and part of 
the solution simultaneously.

Dom Biddulph
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Ellen Nyqvist
ta k e f i v e

Ellen Nyqvist, graduating from BA Product Design, explores the notion 
of truth in design by taking cues from the Dogme95 film movement, 
exemplified in the work of Lars von Trier and Thomas Vinterberg. 
Dogme95 sought to strip away extraneous effects and theatricality  
from film-making focusing instead on emotional rawness and storytell-
ing. Translating the Dogme95 manifesto into Nyqvist’s discipline  
presents compelling frictions not simply between maker/user but also 
the role of freedom/restriction and honesty/deception within design:

“The manifesto is about opening up a discussion about the current 
state of design as much as following the rules of making. We need to 
get back to basics, when you feel that there’s too much refinement, the 
Dogme Design manifesto helps you to get grounded again. The rules 
are a restriction but also a freedom; the result may look completely 
different to other designers’ interpretations but that’s the point, you  
can apply them to any field of design.”

Here, Nyqvist shares five of her Dogme Design rules alongside the 
original that inspired it:

Dogme Design: Making of the product 
must be done in the environment where 
the product is intended to be, and by 
the user it ’s aimed for. 
If the user assembles the object by hand,  
it allows them to understand it better, leading 
to trust. Industrially-made products or those 
depicted on a website or magazine communi-
cate falsely, displayed in a way to deaden 
the consumer’s imagination.

Dogme Design: The process of making  
must be by hand or using tools/
machines controlled by a human not  
a computer.  Serendipit ies are often 
created by “mistakes” or “failure”. 
This gives the designer more freedom to 
improvise the shape, instead of a predeter- 
mined and rigid vision of the final result. 
Avoiding technical vices results in a purer 
product. (I broke this rule. Part of my cabinet 
has been CNC’ed. I feel guilty but can find 
my way around it by exposing the manufac-
turing process, exposing the circles in the  
90 degree corners that are the direct result  
of CNC machine).

Dogme Design: The product must 
express its real materials. 
Decoration, paint or any finishing that’s 
hiding or covering the “truth” is not permit- 
ted. The function and content of a product 
has to be accessible and described.

Dogme Design: All  structural elements 
in the product must be visible to the eye. 
What you see is what it is. Glue or transparent 
mediums are not permitted. The purpose  
of the product has to be clear. No details  
are allowed that create confusion for the 
user. Focus should be on the essential parts, 
beyond what is required functionally, there 
should be no embellishment.

Dogme design: The design should not 
aim to be a part of any existing trends 
or styles. 
The world follows predictable rules and pat- 
terns. But this is dangerous when applied  
to human behaviour, our best moments are 
often the most unpredictable. Designing  
in a certain trend or style will produce a 
predictable product that has been driven  
by a generic pattern, following the manifesto 
rids us of these previously established norms.

RULE 1

Dogme95: All shooting must  
be done in an already existing 
location. No stage setups, if  
a specific prop is important for 
the story, you have to find the 
right environment where it  
already exists.

RULE 2

Dogme95: Hand-held camera. 
Movement and immobility by 
the hand is permitted.

RULE 3

Dogme95: No special 
lighting, the film has 
to be in colour.

RULE 4

Dogme95: No superficial 
action.

RULE 5

Dogme95: No genre 
movies.

https://youtu.be/gFzsPO29DnM
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With such tumultuous, and sometimes bizarre, polit ical  
developments happening in the UK, and abroad, there are  
plenty of projects in Show Two that reframe and respond  
with a dose of humour.

Emma King, MA Communication Design, presents 1984 by  
@realdonaldtrump, a rewriting of George Orwell’s dystopian 
novel using tweets by President Donald Trump. It’s her first 
politically-oriented project and its origins lie in her interest  
in the relationship between published texts and the internet.

“It  was a struggle to narrow down 
all  my thoughts into a project.  

But then Trump began giving out  
‘alternate facts’ and Orwell ’s 

Nineteen Eighty-Four  rose up the 
book charts. So, could I  f i t  these 
two texts together in a way that 
would unite meaning but offer  

a design authorship?”

The result is a scroll of tweets with one word of each high- 
lighted in red, allowing the first chapter of Nineteen Eighty- 
Four to be read vertically. It’s a clash in one object, between 
the permanence of traditional publishing and the transience 
of digital communications, and, in an extension of that, the 
disparity between an enduring truth and a malleable one. Set 
exquisitely in Sabon typeface, the project not only cements 
Trump’s tweets, but also highlights the triviality and hypocrisy 
of his statements. “He’s tweeted all of these words, but I’m 
simply taking them out of context, which is exactly what he 
does. I’m using his own words to hang him with,” says King.

The mix of humour and politics are in no short supply in  
MA Communication Design this year. Take for example 
Kathryn Basterfield’s Foreign Affairs, a satirical dating  
agency that pairs up UK residents with EU nationals as a 
work-around to retain some version of the free movement  
of people post-Brexit. 

Yasmina Aoun’s final project may have begun in a similar 
satiric vein, but transformed into something entirely heart- 
felt. As a Lebanese MA Communication Design student,  
Aoun wanted to focus on her home country and soon was 
questioning her own feelings of numbness towards the 
region’s politics.

puncturing 
power

Emma King

Kathryn Basterfield
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“Our polit icians extend their  
mandates i l legally,  we don’t 

have any power as people so we 
just keep our minds off i t .  The 
night l i fe in Beirut has thrived 

so much – that’s crazy when you 
think about it .  Lebanon is one of 

the world’s party spots. I  love 
that escape when I  go back. That 
was my starting point,  to come 

to terms with what’s happening, 
to open up a conversation.”

The result is her Free Parti movement, a magazine, record 
and poster series that places the nightlife culture in direct 
contrast with the ongoing instability and violence. A techno 
track is formed from the abstracted sounds of bomb blasts, 
a poster type more usually showing “martyred heroes” 
which in Aoun’s hands presents DJs as the “Heroes of the 
Night”. The enforced collision of the reality and the fiction 
comes into most sharp focus in the magazine.

Presented in a bilingual format, an English article about  
a particularly excellent night out is partnered with what 
appears to English-speakers to be its Arabic translation, 
when in fact it is a news report about bombings or political 
corruption. Some pages are folded requiring the reader to 
tear it open, revealing photography of the scars of violence on the city, 
making the act of revelation both physical as well as metaphorical. Aoun’s 
work is part illusion, communicating its message directly to its intended 
audience while the rest read only its façade of Beirut’s party-goers.

Another graduating student has found inspiration in the same place. 
Sheryn Akiki, BA Fashion, created her final collection in response  
to reflections on her home country of Lebanon. Confronting similar 
questions about the willful blindness of the younger generation to  
wide political corruption and instability, Akiki created Blue Index 1.1, 
named after the act of marking voters’ index fingers with blue ink  
to prevent voting fraud.

“They say history repeats itself  in 
Lebanon because nobody changes any- 

thing. We keep voting for the same people. 
I t ’s the highest form of marketing.”

Interested in military clothing and propaganda, Akiki collected and 
dissected garments. Not looking at particular tropes, the designer was 
instead drawn to the psychology, how these clothes give the wearer 
power, as well as communicating a sense of purpose and conformity.

“I use military techniques, but they don’t look like it, the fabrics are differ- 
ent, the silhouettes are feminine. I wanted to create the opposite to military 
wear, my collection is for women, they’re invisibly ready but look like  
a mess.”

Echoing Aoun’s Free Parti, Akiki’s collection presents a façade that  
intentionally obscures its true meaning. Her models look rushed,  
almost frenzied, clothed in garments that read as ad hoc, yet in truth  
they are prepared for anything.

Akiki’s underground movement doesn’t stop at garments, there are badges, 
stamps, posters, matchboxes, a website and more. She has created her 
own propaganda machine inspired by her thoughts on life in Lebanon but 
also by the fashion system. Slogans include “no to perception manage-
ment” and “no to the oversimplified jpeg”. Recruits may start with a poster 
but end up fully-kitted out in Blue Index 1.1 where the military and mundane 
combine to create an invisible army without nationality.

 

Politics isn’t the only subject to inspire a creative yet caustic 
treatment by this year’s graduating students. Disciplines 
themselves are ripe for the picking. Alexandria Bailey, BA 
Fashion Communication: Fashion Journalism, launches  
the first issue of Yanker, a graphic novel that takes aim at  
the fashion world. At a metre tall, the publication not only 
satirises the absurdity of its subject but is entirely absurd 
itself. It tells the story of Diana Cholmondley, a fashion editor 
composite made with a large dose of Diana Vreeland and  
a little of Bailey herself.

“It  began with my experience  
of being a total misfit ,  both  
in fashion and in London.. .  

The idea of being a tastemaker 
is an obsession in fashion  
and there’s a distinct lack  

of representation so Yanker  
is about that whiteness, that  

steri l i ty and conformity. I  want 
it  to be overwhelming and  

a punch in the face.”

Each gigantic page brings both humour and offence, from the spearing  
of fashion’s ruling elite (enter photographer “Annie Liebotitz” and “editor 
of Bland Alexandra Sandman”) to editorial shoots of bone-crushing  
cultural insensitivity, including “Migrant Chic” in the Calais camps, and 
Cholmondley’s accidental killing of the last living female white beluga 
whale. While Yanker may offer the “punch in the face”, it’s dense with 
reference to fashion’s biggest moments and personalities, making it not 
only a puncturing, but also a celebration, of its subject.

Yasmina Aoun

Sheryn Akiki

Alexandra Bailey
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Mimi Forrest
ta k e f i v e

Mimi Forrest’s final BA Textile Design collection presents us with an explor-
ation of found and fragmented printed matter. After a research trip to Slovakia 
to explore her own Czechoslovakian heritage, Forrest began to look at 20th 
century eastern European graphic posters. Taking this research back to 
London, she started to look at the traces left by posters being torn down 
and peeling away, how these remnants formed new surfaces. Working with 
raw and unrefined materials including denim and canvas and focusing on 
bold, large scale, repeated print, her work conveys a textured response to 
these posters and newsprints.

Kurt Schwitters – In terms of my concept,  
I was inspired by and identified with Kurt 
Schwitters. Among other work, he created 
images by collecting rubbish from the 
streets, together with found ephemera  
and incorporated it directly into his artwork.

City Language – This is a book by Christoph 
Mangler documenting the undertones of 
Berlin, such as street signs, chewing gum 
machines and urban waste. I responded to 
the idea of looking at the subtleties of a place 
that gives it its character.

Fragmented type  – My project evolved 
from taking printed matter, especially frag- 
ments of typography, from peeling posters 
placed in an everyday environment and  
using these as source imagery to create 
printed outcomes.

Robert Morris  – Throughout the project  
I was drawn to large-scale printing, specifi- 
cally the type, as it originated from bold,  
vast expanses of posters and billboards. 
Robert Morris is a sculptor who has a similar 
affinity with scale and positioning within a 
space. He stimulated my interest in creating 
three-dimensional outcomes in my develop-
mental work and final pieces.

Pleating  – I experimented with vinyl and  
my own methods of pleating to break up the 
typography as a tactile low relief interpreta- 
tion of the found disjointed letterforms.

www.mimiforrest.co.uk

1 2 3 4 5

http://www.mimiforrest.co.uk
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Alice Duranti“I created a fake identity 
for the Invisible Kingdom®, 
which owns all the private 

spaces in London”

After moving to London, Alice Duranti (MA Communication Design) became 
interested in privatisation and the relationship between people and private/ 
public spaces. For her final project Duranti presents us with Invisible Kingdom®, 
a speculative project that exposes the privatisation of public space while  
creatively engaging and informing Londoners through a series of interventions.

https://youtu.be/5XyT_Sjab-4
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Chrisine Lew
ta k e f i v e

In our childhood dreams of life as an astronaut, cliché easily outweighs 
reality. But for Christine Lew, MA Material Futures, researching astronauts’ 
recollections result in Galactic Everyday her project designing sensory 
experiences in space.

On his return to Earth, Scott Kelly, a NASA astronaut, said “personally,  
I’ve learned that nothing feels as amazing as water”. Lew alighted on this, 
“it struck me that humanness and achieving human comfort in space has 
been overlooked by science.” Considering the psychological importance  
of our everyday experiences she began devising systems for space:

“Humanising space needs to be addressed and given attention if humans 
are to live well in long-term space colonisation and deep space exploration. 
My position on space travel is neither the picture painted by NASA and 
SPACEX, nor is it the adventures of Barbarella, it is the grey area of space, 
the overlooked day-to-day life of humanity that I believe to be important. 
Why can’t living in space be purposeful and fulfilling but also enjoyable, 
pleasurable, and sensuous?”

In keeping with her project, Lew shares five earth-bound experiences that 
she’d miss in outer space:

A major component of my project is address-
ing water in space. I would definitely miss 
feeling water around my body: swimming, 
taking a bath, or feeling rain against my face 
would be non-existent in space.

The smells wafting from a kitchen, bread 
baking or something frying in a pan.

Interacting with animals and observing them 
in diverse ecosystems.

Although there will be new spectacular 
scenes in space, I would still miss the  
seasons on Earth, from snow falling to  
the blooming of Spring.

Lastly, I would miss walking among huge 
crowds of people, hearing the bustling 
noises of a large metropolitan city and  
feeling a part of a greater world.

lewchristine.com

1  water 2  scent 3  animals 4  seasons 5  crowds

http://lewchristine.com


sh
ow

 t
w

o
com

e, again

Visitors to Show Two saw an old man, dressed 
in striped pyjamas, sitting in a cloud. This is 
one of the models used during the making  
of Stroke by Jiani Zhao and Emanuele Romano, 
both graduating from MA Character Animation. 
The fi lm, a combination of stop-frame and 
hand-drawn animation, tells the story of a man 
having a stroke.

But alongside the pain and trauma of the experience, 
there is surprising beauty in the exploration of an 
altered reality. The film’s makers took their inspira-
tion from a TED talk by Dr Jill Bolte Taylor in which 
she shares her own stroke experience, which 
although debilitating also unleashed a new sense  
of creative energy. 

“There’s a higher state of 
consciousness perhaps, 

and that’s what we wanted 
to show with animation,” 

says Romano, emphasising that it’s the perfect 
medium to make manifest a subjective experience. 
The shift from hand-drawn to stop-frame magnifying 
the shifts in reality as the film brings the viewer into 
the protagonist’s brain, to see the visual metaphors 
of his own experience.

Another designer bringing internal experience to 
the surface is Anna-Maie Southern of BA Textile 
Design. Her series of fabrics takes mental health  
as its starting point. Combining her own personal 
interest in the subject (she volunteers for charity 
Mind) with disciplinary influences of Outsider Art 
and Surrealism, she set out collecting the firsthand 
experiences of others. Through an online survey, 
she asked people to anonymously share their 
mental health experiences, specifically the con- 
nected imagery or visions.

From those contributions, Southern collected  
a series of images to translate into textiles;  
the resulting collection includes a grey cloth  
depicting a Jesus-like figure, fabric covered with  
eyes ever-watching and a heavy cloth of clouds.  

mind
matters

Jiani Zhao and Emanuele Romano
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While Southern took inspiration from specific 
accounts, she emphasises that many of the  
images represent commonalities of experience, 
from the delusions of thinking that you’re Jesus  
to the feelings of oppression and paranoia.

The fabrics are made specifically for garments, 

“it ’s wearing your  
heart or your mind,  

on your sleeve,” 

Southern explains. Much of her motivation is to 
remove stigma, that by sharing people’s experi- 
ences we see how these thoughts aren’t outliers  
but instead part of the patchwork of human life. 
There’s a large range of both aesthetic and text- 
ure across the collection which is purposeful, 
“I wanted to grasp the scope of the human mind,” 
says Southern. 

Graduating from BA Performance Design and 
Practice, Laura Fischer’s own traumatic  
experience  inspired her work teasing out  
the connections between mind, brain and body 
creating “a trauma-focused movement lan- 
guage”. Through film and performance, Fischer 
explores movement as a therapeutic tool. 

“Most therapies right now, 
are talking therapies.  

In trauma, that doesn’t 
make sense, i t ’s contrary 

to the mechanisms of 
trauma. It ’s so important  

to have a balance of  
both brain and body.” 

Fischer explains that while some portions of the 
brain defensively switch off during a traumatic 
event, the body continues to register sensations 
and it is this combination of word and movement 
that is key. What began from her own needs trans- 
formed into a process with universal application.  
“I was having treatment and I asked my doctors 
‘how are we using my body?’ Trauma affects the 
body so much, you’re a vessel of pain. It made 
sense for me intuitively that we were missing  
something. Then I researched and realised that  
it wasn’t an intuition, it was the case.”

Eager to move traumatic experiences from a narra- 
tive of shame and stigma to a narrative of strength, 
Fischer’s work connects not just body and mind, 
but art and science. Trauma is equal to a failure  
of imagination, she explains, “having an imagina-
tion is key – whether we call ourselves creative or 
not – because with imagination we can perceive 
options. Without imagination, one is completely 
stuck. If creativity can help stimulate non-verbal 
traumatic memories into declarative memories,  
we can heal with creativity.”

Laura Fischer

Anna Charpentier

Anna-Maie Southern

Creative practices are perfectly placed to visu- 
alise experiences that are difficult to verbalise,  
as shown by the work of both Romano and Zhang,  
and Southern. Creativity can play a part not only  
in the communication of internal states but also  
the processing of such experiences.

Anna Charpentier, MA Industrial Design, has  
created a device and app that helps chronic  
pain sufferers make sense of their pain. In Quest  
of Alleviation offers patients an intuitive and playful 
way to not only describe their pain but through 
mindfulness or Cognitive Behavioural Therapy  
can give relief.

https://youtu.be/_-Q8uFzyc0s
https://youtu.be/_-Q8uFzyc0s
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Lena Peters
ta k e f i v e

Secrets of the Hidden North is a collection of ceramic objects by  
Lena Peters, BA Ceramic Design, presented with the “history” of its  
own archaeological discovery.

“The objects were discovered in 2015 in the woods of Northumberland 
National Park, just above Hadrian’s Wall, in the remains of a small settle- 
ment. According to archaeologists, they date from a period just previous to 
the construction of this wall; a time when the conflict between the invading 
Romans and the native Celtic Britons was at its peak... Historians posit  
the theory that these objects were made by a group of combined Romans 
and Celtic Britons who chose to live outside of the conflict, living hidden just 
above the Roman territories until the fighting forced them to abandon their 
settlement. In this exhibition, we see their gods, their myths and their history 
for the first time.”

Peters’ interest in folklore and mythology means that her work dances 
between the real and the unreal. Here, she shares five objects that do  
the same.

www.lenapeters.co.uk

Jōmon Pot – This pot is on display in the 
British Museum. It was made during the 
Jōmon period and is among the oldest  
pottery in the world. The patterns are made 
by wrapping rope around the vessel before 
firing (‘Jōmon’ means ‘cord pattern’). What  
I really love about this is that, since its crea-
tion, someone has lacquered the inside to 
use it as a mizusashi (water jar) in the Tea 
Ceremony. The addition to this priceless item 
makes it both less and more valuable, which  
I find endlessly fascinating.

Sheela na gigs  – These odd carvings are 
found on churches and castles across Great 
Britain and Ireland. I love the juxtaposition 
between these grotesque, vulgar carvings 
and the religious buildings which they embel- 
lish. One theory is that they were meant to 
show the sinful nature of female lust, another 
that they promoted fertility. Whatever their 
purpose, for me these embody the way that –  
especially in the UK – ancient pagan beliefs 
and traditions have found their way through 
the blanket of Christianity to this day.

Wilder Mann – Charles Fréger – Fréger’s 
photographs of European folk costumes  
were a huge inspiration to me. These relate 
to folklore and harvest traditions, some still 

practiced today. What I love is their complete 
strangeness, their irrelevance to modern 
society and yet somehow they survive.

The Medieval Relic Trade  – During the 
medieval period people were desperate to 
get their hands on a piece of... basically 
anyone. There was a roaring trade in fake 
relics, from saints’ finger bones to Christ’s 
foreskin. These pieces of saints were said  
to perform miracles, and have been exposed 
as anything from animal parts to pumice 
stone. John Calvin, a 16th century Protestant 
reformer, said that if all the relics were 
brought to one place, “it would be made 
manifest that every Apostle has more than 
four bodies, and every Saint two or three.” 
This is the mummified hand of St. Stephen  
of Hungary.

Grayson Perry’s Essex Jacket  – 
Everything Grayson Perry does is imbued 
with his own mythology. It is especially  
fascinating to me that his legend exists 
outside of the objects he creates (in which  
he borrows liberally from historical imagery) 
and merges with his image. This jacket,  
for example, features the teddy bear Alan 
Measles on the backstamp. It’s brilliant  
and completely unique. 

1 2 3 4 5

http://www.lenapeters.co.uk
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Kevin Germanier ’s BA Fashion collection looks 
as far from waste as it ’s possible to get. “I want 
people to smile,” he says of these explosions 
of colour, l ight and transparency, gowns giving 
glamour with delicacy.

His interest in re-using waste material came from an 
ethical stance but also a practical one. “I don’t want  
to go to a shop and buy fabric because I always feel 
so guilty,” he says, “but also, it’s about the challenge 
to create incredible work without much money.”

Having won the EcoChic Award, the designer was on  
a 3-month placement in Hong Kong during his degree. 
One day he discovered a man sheepishly discarding 
broken beads into a pit in the ground. “They cannot  
be sold. Why? because they are broken, the package 
is open or they’re the wrong Pantone colour? I was so 
shocked by the waste,” he says.

Germanier experimented with possible uses for the 
rejected beads and alighted on a silicone base as  
a way to combine them into his designs. Both strong 

and soft, the base is set with beads and the resulting panels  
are used to construct the garment, their weight and pliability 
exploited to hang a particular way upon the body.

“I want the audience to think it  looks 
more couture than sustainable. I  want 

to show that you can create sustainable 
fashion without making a l inen shirt!”

In a different way, material exploration is at the heart of Helen 
Milne’s series of protest flags and textiles. “I’m using textiles  
as a communicative message, flags are very important, we are 
living in a politically-charged time.”

In Archiving the Anthropocene, the BA Textile Design student 
responds to climate change not only with slogan but also with 
the fabric itself. Her Air Pollution series, with a centrepiece  
flag exclaiming “Clean Me”, includes white yarns darkened as  
they were rubbed on white vans and stuffed up exhaust pipes, 
embedding them with grey particles of pollution. The Coastal 
Erosion collection, inspired by a trip to Dawlish, combines 
copper wire with paper yarns. In a combination of sateen and 
satin, the resulting fabric was treated with vinegar, so as the 
metal corrodes it dyes the nearby threads creating a constantly 
changing textile landscape.

Archiving the Anthropocene is performative, meant to inspire 
declaration and action. Yet with her material comes an undeni-
able aesthetic beauty:

from trash 
to treasure

Kevin Germanier
images: catwalking.com

Helen Milne

https://vimeo.com/221141516
https://vimeo.com/221141516
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“I’ve had people say that it ’s too beautiful.  
I  l ike it  too much. It ’s not nasty enough.  
But,  as someone in a design discipline,  
my work has to be enticing to provoke 

thought, otherwise there’s no engagement.”

It’s not only material that gets overlooked and discarded. Nick 
Woodford, graduating from MA ARCH Architecture, has alighted 
on a series of wasted spaces in his local area in south London 
and, through a process of conversations and collaborations,  
is repurposing them into The Peckham Coal Line.

Interested in spaces with the potential to be something more, 
Woodford realised that using a bit of imagination, you could 
connect Queens Road and Rye Lane with a 900m linear park.  
“It opens up a whole bunch of larger spaces, old coal drops, 
stable yards, disused bits of truncated road and cul-de-sacs,”  
he says, “all of these things by themselves are non-places, 
places for dumping and parking but suddenly they get con-
nected and become a whole lot more useful.”

Setting up a website, drumming up support and crowdfunding, 
Woodford and a team of collaborators, began to turn this initial 
idea into a reality. Through the donations of nearly a thousand 
people, the initiative raised £75,000 for a feasibility study.

Bidwell Street is the first of The Peckham Coal Line’s spaces,  
a short piece of road, used mostly for fly-tipping. Throughout 
2016, Woodford ran a series of events – from wassails to tea 
parties – to bring life to the space. Planters were built, murals 
painted and mosaics made and with each intervention a connec-
tion forged between place and people.

It is this connection that is at the centre of the project:

“In a place l ike Peckham, lots of  
different people l ive in a small  space 
but often don’t cross paths. Shared 

spaces are our common interest.  
We don’t feel that we have much 

agency but together we do, we have  
a collective power. I f  you can come 

together with other people and  
negotiate, then hopefully you can make 

something that works for everyone.”

The development of The Peckham Coal Line doesn’t simply make 
something where there was nothing, it reduces council costs as 

spaces transform from liability to community asset. “We see 
value beyond the economic, that’s a big part of it,” Woodford 
explains, “these places are neglected because often they don’t 
have a perceived economic value.”

The Peckham Coal Line won best community project at this 
year’s London Planning Awards, but is not the only project of its 
kind with community-led schemes springing up across the UK. 
Woodford has setup a cooperative collective, Mesh Workshop, 
which, as well as steering the Peckham project, is part of the 
Mayor of London’s Special Assistant Team engaging in various 
transformation schemes around the capital.

The closing collection of this year’s BA Fashion Show began  
with a model pulling a structure built from old windows. Through-
out the presentation of the collection, things were added to  
the platform, until the final model carried another window down 
the runway to complete the collective piece, leaving it on the 
runway, a remnant.

“A window for me is symbolic. 
I ’ve always loved them.  

They’re a lens to another place.”

That place, for Matthew Needham, is a future where man’s 
contribution to climate means humanity harnesses its 
ingenuity and makes what it needs from the detritus of  
its doomed consumption. All of Needham’s clothes are 
made from found fabrics, fly-tipped waste and retailers’ 
dead stock.

A combination of a year spent in industry and trips to 
Norway made Needham confront the wastefulness  
inherent in cycles of production and consumption.  
“It’s changed the way I think about the world,” he says.

The British Fashion Council scholar has been hoarding. 
There’s no other word for it. On his daily walk to College  
he would collect whatever sparked his interest, including 
unlikely things like peeled paint. Needham would even 
create his toiles from the discarded pieces found in the 
workshop. At the heart of the collection is not only an 
anthropocene philosophy but also the practical challenge 
to a maker in a process that restricts resource and yet 
encourages ingenuity.

Needham’s clothes, full of urgency, offer insightful  
contradictions on what it is to be sustainable in fashion:  
both utopian and dystopian, a crafted future of seem- 
ingly impractical garments.

Matthew Needham
images: catwalking.com

Nick Woodford
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Ruby Parker

ta k e f i v e

Ruby Parker’s BA Jewellery Design collection transforms deconstructed 
household waste materials into items of luxury, focusing on the aesthetic 
appeal of discarded packaging such as egg cartons, aluminium pie tins  
and washing detergent pouches. Creating unique textures and patterns,  
her work disguises the material’s original form making them unrecognisable. 
Through craftsmanship, this normally mundane packaging becomes not 
only beautiful, but valuable, objects of desire challenging the viewers’ 
perception of waste. Here, Parker shares five inspirational practitioners:

Celia Pym  – Mending and fixing your belong- 
ings used to be the norm as opposed to 
throwing everything away – as we all do now 
so frivolously. It’s a different world from my 
grandparents’ generation, where post-war 
rationing dictated that nothing was ever 
wasted and everything had a value. They  
had nothing while we have too much of every-
thing, so much so that we no longer have  
a conscience about how much we waste.  
I wanted to create the same attention to detail 
that Celia Pym’s lovingly darned socks have; 
highlighting this throwaway culture and prick-
ing society’s conscience into assessing how 
much we consume and waste.

Through craftsmanship, Daniel Greer adds 
value to discarded crisp packets densely 
embroidering them with thread, transforming 
them from a throwaway item into a bold con-
sumer statement. In keeping with the colours 
and design of the branded crisp packets, he 
is elevating and admiring what most people 
would usually throw away once they had 
eaten the contents. The embroidered black 
plastic bag found on the street that reads 
“Thanks for shopping with us” and comments 
on the way in which we consume these prod-
ucts with no thought on the packaging.

Cynthia Suwito  turns an instant meal into 
slow performance art. Knitting with cooked 
noodles takes incredible patience and com-
ments on how we expect or need an instant 
result, but are not willing to invest our time in 
order to create it. Through making these long 
lines on knitted noodles Suwito slows the 
viewer down, making them realise you get 
out what you put in – while also turning these 
noodles into a thought provoking art form.

For me Fulvio Bonavia  is the master of 
taking any material – no matter how mundane, 
odd or obscure – and giving it new life of 
ironic luxury. It’s a Matter of Taste, his book, 
encapsulates how he finds versatility in the 
colours and textures of food.

Lei Xue  – Taking porcelain covered with a 
traditional intricate pattern and then making  
it into an object usually only seen in a bin  
is a juxtaposition that really inspires me. 
Xue’s Drinking Tea presents crushed cans 
each individually sculpted and hand-painted 
in contrast to the mechanical process used 
to produce drinking cans.

1 2 3 4 5
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Annya Mutia Suhardiv

“I’m trying to say  
throughout my project  

 that sustainability  
is complicated”

Suhardiv’s final project for MA Material Futures, Phantaspalma, explores  
the Indonesian palm oil industry and the controversy surrounding it, namely 
whether we should prioritise environmental protection over employment. 
Using an interactive pinball-inspired machine, users are placed in the role of  
a palm oil factory owner and asked questions that take them through a series 
of moral dilemmas.

https://youtu.be/Dm5Bk3Jzdrk
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Sam Gull
ta k e f i v e

For his final project, MA Design (Ceramics) student, Samuel Gull draws  
on his passion for surfaces, exploring texture and decoration to produce  
a series of psychedelic ceramic pieces. Gull’s work takes inspiration from 
20th century sci-fi, culture theories, parallel worlds, graphic design and 
illustration, giving each of his pieces its own unique narrative. 

Here, Samuel highlights five of his most cherished influences:

I always try and keep notebooks  on me. 
Recording an idea as soon as I get it is really 
important to my process, even if the idea 
doesn’t seem relevant. This page was the 
result of watching octopuses squeeze in  
and out of small spaces on YouTube, notes 
about interiors, and designs of ceramic 
vessels I had been drawing. Now that I have 
the drawing I can start to generate a collec-
tion out of this creature’s home. When I am 
finished it might be time to discover what its 
neighbour’s house might look like.

Proteus by Ed Key and David Kanaga  – 
This landscape exploration video game is 
filled with beautifully orchestrated subtle ties 
between its visual and sound design. As you 
adventure through the landscape you are 
given clues in the form of sound and image  
to travel further and discover cosmic events.

Coral Castle  was built single-handedly  
by the self taught engineer and sculptor 
Edward Leedskalnin  in 1920. The struc- 
ture is mostly limestone and formed coral. 
There are theories on how he was able to 
create such monolithic structures, from 

geographical alignments with earth’s natural 
energy lines to the use of anti-gravitational 
devises for work aid.

Chris Foss  envisions the most exciting 
spaceships. They are filled with expression 
and impossibly believable form. His work 
reminds us that visions of the future can be 
bright and daring.

Plantaisa by Mort Garson  – This record 
was designed to be played to your plants to 
help them grow, I’m not sure if it works for 
them, but the record is most certainly calm- 
ing for a human to listen to.

1 2 3 4 5



one year on 
We take a minute to catch up with 
Sarah Craske, last year ’s MullenLowe 
NOVA award winner.

Sarah Craske describes herself as “a British 
artist, without category”. A graduate of MA  
Art and Science, her work won last year’s 
NOVA Award which is presented to one 
student selected from across all disciplines. 
Her graduating project presented a trans- 
discipline, a collaboration with scientist Dr 
Simon Park, and Dr Charlotte Sleigh, explor- 
ing books as both repositories of written 
knowledge but also collateral biological 
information.

A year after her graduation, Craske is split-
ting her time between Manchester and 
Basel. The artist has secured the Biofaction 
Residency at the prestigious ETH in 
Switzerland with funding from the EC-EP7 
project SYNPEPTIDE. Working within a team 
that specialises in synthetic biology, she  
has been designing her own peptides, “play- 
ing with the building blocks of life” as she 
describes, in the hope of creating her own 
synthetic organism. She is then planning to 
set up a performative experiment in which 
her synthetic organism makes contact with 
cholera, and will be documenting the results.

Working with the Pharmacy Museum, also 
based in Basel, Craske is not only engaging 
with cutting-edge technologies but using the 
rich historic archives as a treasure trove. 
Connecting the past to the present, Craske’s 
practice also bridges the worlds of arts and 
science often placing the artist as a translator 
between the two disciplines. “When I first 
arrived I was initially translating it for myself,” 
she says, “but about a month in, I’ve built  
up the language to talk about it, to move 
between the science lab and the arts  
practice... It’s been fantastic being in  

a practice that transcends the ‘building  
wall’ politics. Science collaboration benefits 
everyone globally and to be embedded  
in that is wonderful. The art world, too,  
is a global community so it’s interesting  
to reflect on the potential of how they could 
work together.”

Back in the UK, Craske is artist in residence 
at Chetham’s Library in Manchester, the 
oldest public library in the English-speaking 
world.

“People have been using 
these books over the  
last few centuries. So  

the amount of biological 
data they potentially 
 hold is incredible...  
In private libraries, 

 books are of course  
kept on shelves, locked 

away and rarely looked at. 
Whereas here there are 
significant editions –  
like Robert Hooke’s 

Micrographia – that have 
been accessible to many 

since its publication.  
It’s a brilliant place.”

In the midst of her ETH project and with an 
exhibition in Manchester on the horizon, it’s  
a good moment to reflect back on the impact 
of winning the NOVA Award a year ago.  
At the awards ceremony, Craske recalls the 
announcer having to say her name twice 
before the realisation dawned that she was 
the winner. “If I’d known the impact of the 
award then, I would’ve been even more 
nervous,” she says. “It meant I wasn’t pres- 
sured into finding work immediately and  
I’ve used the financial support to develop 
novel printing processes with bacterial inks.  
I wouldn’t have been able to do any of it 
without NOVA.”

With libraries digitising their manuscripts and 
books enabling global audiences to access 
them, Craske wondered about the impact  
on the physical artefact. As objects, do they 
have other systems of knowledge to offer 
rather than just the text on the pages? 
Focusing on the micro, Craske went looking 
for the biological information hidden in an 
18th century copy of Ovid’s Metamorphoses. 
Her degree show work included the cultures 
of the bacteria as well as magnified ‘maps’ 
revealing the microbiology discovered across 
the pages of the book.

image: Vic Phillips



From kabuki-inspired textiles to a 
menstruat ion co-op,  the short l ist 
of this year ’s MullenLowe NOVA 
Awards offered a gl impse at the 
diversity of the College’s graduating 
students.

Paying tribute to all the shortlisted grad- 
uating students, Jose Miguel Sokoloff, 
President of MullenLowe Group Global 
Creative Council and Chief Creative 
Officer, MullenLowe Group UK, said:

“You nurture our ideas, 
you show us the future. 

That is why coming  
to the degree show is  

so important for an  
organisation l ike ours.”

MullenLowe Group 
NOVA Awards

The main prize was awarded to Hana Fujimoto, BA Textiles, for 
her series of garments inspired by both the Fluxus movement  
and Japanese kabuki theatre. Talking about her future plans, 
Fujimoto said, “I’m working on a collaborative project with some 
music artists who want to use my work for a dance piece. I want  
to push my work into different fields. My work is very emotional, 
but I like to see how other people can connect to it and interpret 
it. I want to be as broad as possible, I want to challenge myself.”

Hana Fujimoto
images: Vic Phill ips



The two runners up were Hannah Scott (MA Art and Science) 
and Jiani Zhao and Emanuele Romano’s collaboration on  
MA Character Animation. BA Product Design celebrated with  
two winners: Sasha Bruml took home the YourNOVA Award  
voted for by the public while Kaye Toland won the Unilever 
Sustain-ability Award. 

“Now in their seventh year, the NOVA Awards are established  
as a key part of Central Saint Martins’ annual cycle. The judges 
somehow manage to choose a vibrant shortlist from a huge vari- 
ety of work, surfacing projects that always stick in the mind,” said 
Jeremy Till, “to have external judges both validate and celebrate 
this student work is very important for the college; over the years 
the shortlists and winners of the NOVA build a compelling picture 
of the obsessions and changes of one the world’s leading centres 
for art and design education.” 

The shortl isted students for the MullenLowe  
Group NOVA Award 2017 were:

Yixiao Shao – MA Photography  
Matteo Valerio – MA Fine Art  
Hannah Scott – MA Art and Science  
Juliana Dorso – BA Fine Art 
Emma King – MA Communication Design 
Jiani Zhao and Emanuele Romano – MA Character Animation 
Hana Fujimoto – BA Textile Design 
Helen Milne – BA Textile Design 
Kaye Toland – BA Product Design 
Lucy Ganley – BA Jewellery Design 
Marie Laffitte – MA Industrial Design 
Matthew Needham – BA Fashion 
Sasha Bruml – BA Product Design 
Shanshan Liu – MA Narrative Environments

Sasha Bruml
image: Vic Phill ips

Kaye Toland
image: Vic Phill ips
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