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HOW TO USE THIS EBOOK


Select one of the chapters from the main contents list and you will be taken straight to that chapter.


Look out for linked text (which is in blue) throughout the ebook that you can select to help you navigate between related sections.


You can double tap images and tables to increase their size. To return to the original view, just tap the cross in the top left-hand corner of the screen.
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Foreword


Grayson Perry


I often say to students I am not interested in people who want to be artists. I am only interested in people who want to make art. I draw this distinction because since I attended a foundation course in 1978 a career in art and design has become a much more attractive option. I think some people now come into that world because they like the idea of being a ‘creative’. They fancy the identity of artist or designer. These people are externally referenced. In my experience the people who succeed in this business are those who are mainly internally referenced, in that they care more about how they feel on the inside than how it looks from the outside. They often live for their work. They enjoy the drudgery of repetitive tasks and polishing their skills as much as dreaming up new projects and celebrating them at parties. They love sewing a perfect sleeve, drawing a flowing line, getting the proportions in perfect harmony or a colour combination to sing. They would make art even if it was not their job. Do you think you could be one of these people? Then this is the book for you.


Do you want to make loads of money? Then maybe it is best that you look away now. Of course it is possible to have an extremely lucrative career in visual art. I am having one myself. But I am lucky, extremely lucky, and I did not make a living wage from my art until I was 38 years old and I went to art college in the golden days before university fees! In some ways this is a good test. If you do not care whether you make lots of money then you may be well suited to joining my world. You care about heartbreaking beauty, fresh new ideas, astounding craftsmanship, ingenious solutions, the tingle of a shocking image. You want to join a world where other people feel the same as you and will support you in this. The art world is a stimulating and fulfilling place full of dedicated people but it is not an easy ride, it is not all fun. It is a marathon not a sprint. Success may come in the form of the respect of your peers or a deep sense of satisfaction while doing meaningful work or you might just love the end result. Good money may well come your way, eventually.


When I joined a foundation course I did not have a clue where I was headed, I just liked making stuff. I spent a year getting over the shock of making art full time while trying out lots of different disciplines. I gave myself up to the process, I did not have an end goal in sight apart from getting into art college, any art college, in order to get away from my parental home. I took the advice of the tutors, they said I was a fine artist. They were right, I did ok, but maybe I’d have been a better (and richer) fashion designer!
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A Foundation course is the first significant step in the process of becoming an artist or designer. From developing a personal visual language to critically analysing the potential of your ideas, you will build a foundation on which to thrive in the world of art and design. Follow practical projects and exercises, and feel encouraged to dream, imagine and design for a world that does not yet exist.


We want to engage you actively, creatively and critically. Use this book as a call to action: to explore, to question and to make.


As Foundation tutors at Central Saint Martins, University of the Arts London, we work in a highly selective and competitive environment, yet we believe that the core values and processes we teach are accessible to everybody. The aim of this book is to shed light on the strategies we use to explore and diagnose creative potential.


Whether you are pursuing a university degree in art and design or a career move into the creative industries, you will first need to situate yourself within the area where you can have the most impact. Discover where you fit through the five projects in chapter 7: Explore, which introduce you to the breadth of art and design. Then immerse yourself in an area of specialism through projects that focus on four key areas: fashion and textiles, fine art, communication design and three-dimensional design.


The discovery of an authentic voice and direction is not just the result of following a particular curriculum; it also demands responsibility, commitment and hard work on the part of the student. Undertaking a Foundation in art and design involves an intensive process of learning through making, collective imagining, self-analysis and critique, alongside a willingness to experiment, take risks and allow things to fail. Importantly, it is also an opportunity for self-discovery and reinvention. The emphasis from the outset is very much on developing a process that sustains further enquiry rather than on refining an outcome.


This book is intended as a sequential process to work through, rather than a set of choices to dip into. When tackling the ideas and projects set out here it is important that you open yourself up to discovering what you do not yet know. We want you to embrace discomfort and challenge rather than simply rehearse and repeat skills that you already know and feel comfortable with.


We have deliberately presented exercises that do not suggest or define fixed outcomes. This reflects how we teach: we want you to adapt rules and embrace tangential possibilities and unanticipated discoveries. You should regard the book as a provocation; an object to push against and a challenge to explore, to question and to make. From the outset we expect you to confront what it means to be an artist or a designer by testing your ideas out in the world, and in doing so attempting to clarify the purpose of your work and its potential application and impact.


We believe passionately that in a progressive society it is essential to encourage and nurture big ideas, imagination, empathy, critical thinking, problem-solving, adaptability and leadership, all of which are foregrounded in art and design education.


In showcasing examples of the incredible optimism and ambition that our Foundation students demonstrate, we hope to draw attention to the huge potential and diversity within the worlds of art and design, and the capacity of these disciplines to have a direct impact on the communities in which you live. The interviews in this book present compelling evidence of a generation of artists and designers who are building on the fundamental lessons of the Foundation course to develop powerful creative voices and careers. You too can join them.






History of Foundation


The Central Saint Martins Foundation Diploma in Art and Design at University of the Arts London has its origins in Britain in the 1960s. It was developed in response to the British government’s Coldstream Report (1960), which found that students progressing from school to art college were not prepared for the level of specialism required for undergraduate study in art and design. The Foundation course, from which the current model evolved, was set up in 1966 at the Central School of Art and Design (later to merge with St Martins School of Art to become Central Saint Martins) to meet this need. The course was heavily influenced by international ideas and pedagogies, including the Bauhaus’s preparatory art curriculum, the Vorkurs. The Bauhaus was an innovative school of art, architecture and design founded by Walter Gropius in Weimar, Germany in 1919. Gropius emphasised a focus on the ‘creative shaping of the processes of life’ rather than on objects or outcomes. Johannes Itten, who developed the Vorkurs between 1919 and 1923, promoted a holistic approach to art and design education, valuing the development of critical thinking and personality as much as technical preparation. These core values underpinned the formation of the Foundation course at Central Saint Martins, with the focus as much on nurturing the individual to cultivate their own unique creative voice as on the acquisition of skills. Since the first Foundation courses emerged in Britain more than fifty years ago, the Central Saint Martins Foundation experience has changed, but the core principles and division of specialisms remain the same. The course still fulfils a very important diagnostic purpose, guiding students towards an area of subject specialism and supporting them in building a portfolio to prepare them for some of the best undergraduate and postgraduate courses both in the UK and internationally. Crucially, however, at Central Saint Martins, the Foundation course is an intense, demanding and transformative experience for our students. Thanks to the fast-paced projects, the high quality of teaching by art and design practitioners (all of whom are active in their field) and the emphasis on critique and reflection, over the course of the Foundation year we see our students becoming artists and designers with their own emergent visions and voices.
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Ideas Factory


‘The project’s value is not what it achieves or does but what it is and how it makes people feel, especially if it encourages people to question, in an imaginative, troubling, and thoughtful way, everydayness and how things could be different.’


Anthony Dunne and Fiona Raby, Speculative Everything, 2013


This project introduces you to the notion that your ideas and the ways you shape them into creative possibilities are of great value. Ideas Factory asks you to let go of any preconceptions you might have about what constitutes a beginning and an end for a project, and think instead about approaches that move beyond the traditional set of aesthetic, technical and functional values often applied to art and design.


Ideas Factory is where we begin the Foundation course because the approach to research, ideas generation and visualisation it will teach you will form the basis of your creative practice. It will help you establish strategies for research and speculative thought that you can continually return to in order to stimulate ideas and initiate work. In this project, you will explore the potential of a creative process that does not focus too heavily on practicalities and is not inhibited by perceived gaps in knowledge or skill.


As technology and globalisation slowly move us towards a more restrictive cultural uniformity, your ability to imagine radically new ways of thinking about and being in the world has never been so difficult yet so essential. In their book, Speculative Everything, Anthony Dunne and Fiona Raby demonstrate the tendency for design to focus on problem-solving, and call instead for designers to speculate about a new future, designing for a world that is around the corner rather than with a focus on the potentially unfixable challenges of the one we live in today.


We would like you to become an ‘ideas factory’ for the duration of this project, allowing your speculations to acquire value as you master the processes of research and visualisation.


The ability to visualise ideas is an essential aspect of art and design practice, and for this project, translating your personal, idiosyncratic ideas into a visual language will be central to the success of what you do. The purpose of a visualisation is to show other people the potential of your ideas by bringing them to life on the page or screen. While a visualisation often details practical aspects of the work in terms of scale, location and material, it is also a tool for representing the potential effect of the work in order to gain support for a project. Through the visualisation of your ideas, you will tell the story of your proposal, describe the context the work sits in and consider the impact of the work on its site and audience.


From the very beginning, this Foundation course asks you to adopt an expanded notion of art and design practice. We place particular emphasis on exploring the points of engagement and friction between the creative disciplines and, more broadly, within society, encouraging you to maximise the potential impact of these interactions.








Brief


Create a proposal for a piece of work, giving consideration to its conceptual basis, the material it is made from and the process involved in making it.


Accumulate a body of research and use this to inform the ideas that you will then develop into a set of possible outcomes. You do not have to make the work, so you do not need to be inhibited by practical considerations.


Through drawing and annotation you will communicate everything about your planned work. This project asks you to think broadly and ambitiously and to experiment freely.


Consider the following list of terms. You will use these to inform your work.


Context


1. Connection


2. Distance


3. Tension


4. Movement


5. Order


6. Chaos


Material


1. Air


2. Concrete


3. Hair


4. Rubber


5. Water


6. Ink


Process


1. Cut


2. Fold


3. Suspend


4. Expand


5. Wrap


6. Knot








Step 1


Research the context


Roll a dice to select a context. Draw all the associations that you have with the term, and ask for further suggestions from those around you. There is no wrong answer.


Use a library and the internet to clarify the definition of your term and identify historical reference points using as many sources as possible to map out a wide-ranging list of points.


For example: connection
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Step 2


Brainstorm the material


Roll your dice again to select a material.


Look around you for examples of that material and list its different properties.


Now sketch visualisations of all the associations you have in relation to your material.


For example: air
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Step 3


Brainstorm the process


Roll the dice to select your process.


List examples of this process and visualise through drawing its properties and associations.


For example: wrap
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Step 4


Join the material and process


Select at random a material reference from your research and a process example. Imagine ways you could combine them. Sketch out what might result from this combination. Forget about practical or technical considerations.


For example: concrete (concrete park bench) and fold (pleated skirt)


What would a pleated concrete bench look like? Or a pleated concrete skirt for that matter?!


Repeat this process with 10 different combinations and use line drawing and notation to represent them. Try not to overthink, and do not edit.


Step 5


Add the context


Connect the ideas, properties and forms gathered so far to explore the potential of a whole range of hybrid thoughts. What happens when you put multiple, seemingly unrelated elements together?


For each of your 10 material and process combinations, now explore adding the context term. How can your material and process hybrid be used to express the ideas relating to the context?


For example: how might a pleated concrete bench initiate connection with others?


Sometimes the relationship with the context term is connected to the location chosen for the work, or to how it would be used. (See workshop)


Step 6


Select ideas and develop a visual language


Now you have some ideas for creative proposals on the page, remind yourself of your initial research and identify which of your proposals best encapsulates the concerns you feel most interested in.


Each of your ideas will already contain clues about the ways you might visualise it. Materials have inherent properties, and each context term suggests associated materials or spaces that you might work with.


Step 7


Location


It is helpful at this stage to imagine a location for your work. The location will give you a set of restrictions and forms to interact with and design around.


Step 8


Create an A2 visualisation of your proposal


Creating the visualisation of your proposal will not simply be a process of showing what your idea looks like, but also a process of storytelling and persuasion. Clarity and simplicity are key. (See the examples in the workshop)






How to form hybrid ideas


A hybrid is the creation of something from two different elements. When applied to creative ideas generation this can become a method of inventing new possibilities by playing with combinations of seemingly unrelated materials, processes and concepts.


For example, by combining a helium balloon with wrapped scaffolding, you might dream up floating inflatable architecture. If you were working with the context term connection, you might explore the way floating architecture might connect with the built environment to offer spaces for social connection and play.
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How to visualise


Collage


Greek Chorus of Anarchist Drones


1


Start with the background. Describe the space in a quick, simple way using solid shapes cut from paper.


2


Use photocopied images to visualise the main elements (masks and megaphones). These are more detailed and will stand out from the simple background.


3


Use flat, round shapes created digitally or with paper (drones) in a contrasting colour to the background (in this case white).


4


Add people to give a sense of scale and space.


[image: image]






White-out photocopy


Inflatable Unschool


1


Print two black-and-white copies of the image to be intervened with.


2


Take both prints and cut out the main aspect of the image (in this case the building).


3


Paint one of the cut-out images with a white wash.


4


Glue both cut-out images to a new sheet of paper.


5


Use paper collage to add additional objects to bring the idea together (here, the tubes going in and out of the buildings).


6


Use drawing to add detail and introduce context.
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Student work


Yujing Wang
Rubber + Movement + Suspend


I observed the effect of rubber melting over time when left in the sun and I wanted to use this material effect in a large-scale sculpture for a public space. The form is inspired by jellyfish whose bodies are in constant movement and flux. I was excited by the idea of a large mass precariously suspended on long tentacles.
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Max King
Tension + Concrete + Suspend


‘I envisioned my sculpture to be constructed out of concrete hanging in a large gallery space. The concrete will slowly disintegrate while suspended to represent how a large force (such as a political party or regime) can be broken down due to anarchism and rebellion. The piece is meant to appear daunting, powerful and solid as well as weak, weightless and fragile.’
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Karam Chung
Concrete + Wrap + Distance


There is a saying, ‘can’t see the wood for the trees’, which essentially warns us of the need to widen our perspective in order to fully understand a situation. By making purposeful cracks and scars on the mask to resemble concrete that covers the face, I aimed to convey this message of looking at things from a broader point of view as a means of overcoming struggles and hardships.
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No work exists in a vacuum: everything you make and do as an artist or designer sits within the history of art and design and the wider world at the time that you make it. Without deeply knowing what surrounds our own creative output, we cannot assert its place in the world. Therefore, developing an in-depth research process is central to evolving a robust and informed art and design practice.


Our approach to developing a research process is threefold. Firstly, we encourage that you think before you look, tapping into what you already know and think about a subject before extending your exploration of it. Following this, we suggest that you search for an original – an attempt to form new ideas around a subject by getting as close as you can to first-hand experience of it. Thirdly, we place importance on a process where you contextualise what you are doing in relation to what is happening now and to what has gone before, connecting your practice to a broad range of secondary research sources. All three of these phases are outlined and expanded upon in this chapter.


Crucially, too, research does not sit outside the processes of making and doing, but is an intrinsic aspect of the evolution of any art and design project. Rather than starting a project by looking at what has gone before, a process which can stultify creative production and result in a tendency towards pastiche, start with what you know. The research process can then weave its way through your project, building towards a well-informed and fully contextualised outcome.
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